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A 
PREFACE 


TO ALL 


Lovers of Muſick. 


USICK in ancient Times, was held 

in as great Eſtimation, Reverence, and 

Honour, by the moſt Noble and Vir- 

tuous Perſons, as any of the Liberal 

Sciences whatſoever, for the-manifold Uſes there- 
of, conducing to the Life of Man. Philoſophers 
accounted it an Invention of the Gods, beſtowing 
it on Men, to make them better Condition'd 
than bare Nature afforded, and conclude a ſpe- 
cial neceſſity thereof in the Education of Chil- 
dren ; partly from its natural Delight, and part- 
ly from the Efficacy it hath in moving the Afe- 
tions to Vertue ; comprehending chicfly theſe 
three Arts in the Education of Youth, Grammar, 
Muſick; and Gymmeaſtick ; this laſt is for the Ex- 
erciſs of their Limbs. " Quintilian reports, in his 
time, the fame Men taught both Grammer and 
Muſick. Thoſe then who ingpd the PraQtice 
thereof, muſt allow Mufick to e Gift of God: 
Yer (like other his Graces and Benefits) it is not 
given to the Idle, bur they muſt reach it with the 
Hand of Induſtry, by putting in Practice the Works 
and Irventions of skilful Artiſts ; for meerly to Speak 
and Sing, are of _— and this double uſe of = 
2 - 
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| Articulate Voice, the rudeſt Swains of all Nations } — 
do make ; but to Speak well, and Sing well, are of * 
Art; therefore when I had conſidered the great ! Q 
want of Books,ſetting forth the Rules and Grounds # 
of this Divine Science of Muſick in our own Lan- 
guage, it was a great Motive with me to under- 
take this Work, though I muſt confeſs, our Na- 
tion is at this time plentifully ſtor'd with skilful 
len in this Sciencc, better able than my ſelf, ro 
have undertaken this Work ; but their ſlowneſs 
and Modeſty, (being as I conceive, unwilling to 
appear in Print about ſo ſmall a matter) has made 
me adventure on 18, though with the danger of 
not being io well done as they might have per- 
| form'd it : And I was the rather induc*d thereun- 
to,for that the Preſcription of Rules of all Arts and | 
Sciences, ought to be deliver'd in plain and brief 
Langnage, and not in Flowers of Eloquence ; 
which Maxim I have follow?d : For after the moſt 


brief, plain and eaſie Method I could invent, I | © 
have here ſet down the Grounds of Mujick, omit- ” 
ting nothing 1n this Art. which I conceiv'd neceſ- - 
ſary for the Practice of Young Beginners, both ' 
for: Vocal and Inſtrumental Muſick. Alſo I have , 
in a brief Method fer forth the Art of Compoſing KK 
Two, Three, andFour Perts Muſically, in ſach eafie |! p 
and plain RulesW are moſt neceſſary to be under- | 

ſtood by Young PraCtitioners. The Work as it is, | p 
I muſt confeſs, is not all my own, ſome part there- } ; 
of being Collected out of other Authors which ; 
have written on this Subject, the which I hope } 
will make it more apprav'd. wu 


F. Playford. 
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Of Mus1CK inGeneral; and of its 
Divine and Civil Ules. 


USICK is an Art Unſearchable, Divine, 

and Excellent, by which a true Concordance 

of Sounds or Harmony is produced, that 
rejoyceth and cheareth the Hearts of Men , and bath 
in all Ages, and im all Countries, been highly FEUCTENC d 
and eſteewd; by the Jews for Religion and Divome 
Worſhip in the ſervice of God, as appears by Scripture ; 
by the Grecians and Romans, to mduce Virtue and 
Gravity, and to incite to Courage and Valour. Great 
Diſputes were among Ethnick Authors about the fir( 
Inventor, ſome for Orpheus, ſome Linus, both famous 
Poets and Muſicians; others for Armphion, whoſe Mu- 


ſick drew Stones to the building of the Walls of Thebes, 


as Orpheus had, by the harmonious touch of bis Harp, 
moved the wild Beaſts and Trees to Dance: But the 
true meaning thereof is, That by wirtue of their Mu- 
ſick, and their wiſe and pleaſing Muſical Poems, the 
one brought the Savage and Beaſt-like Thracians to 
Humanity and Gentleneſs ; the other perſwaded the 
rude and careleſs Thebans to the fortifying of their 
City, and to a Civil Converſation : The Egyptians 
to Apollo, attributing the firſt Invention of the Harp 
to him; and certainly they had an bigh Eſteem of 
the Excellency of Muſick, to make Apollo ( who Was 
the God of Wiſdom) to be the God of Muſick : But 
the People of God do truly acknowledge a far more 


ancient Inventor of this Divine Art, Jubal; the 
A 3 fxth 
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fixth from Adam, who as it is recorded, Gen. 4. 27. 
was the Father of all chat handle the Harp or Or- 
gan. Sr. Augnltine goeth yet further, ſhewing that it is 
the Gift of God himſelf ,and a Repreſentation or Admont- 
tion of the ſweet Conſent and Harmony which his Wiſdom 
bath made im the Creation and Adminiſtration of the 
World. And well it may be terwd a Divine and My- 
ſtericus Art, for emmg all thiſe rare Arts and Sciences, 
with which Ged bath endued Men, this cf Muſick is the 
moſt ſublime and excellent for its wonderful Effefts and 
Inventions : It bath been the ſtudy of Millions of Men 
for many thouſand years, yet none ever attaiwd the full 
ſcope and perfect un thereof, but ſtill appear'd new Matter 
for therr Inventions; and which is moſt wonderful, the 
whole Myſtcry of this Art is compriſed in the compa!s of 
three Notes or Sounds, which is moſt ingeniouſly obſerv/d 
by Mr. Chriſtopher Simpton, #= his Diviſion Violiſt, 
P- 18. in theſe words . All Sounds that can poſlibly be 


—— 5 joir?d at once together in Muſical 
SEJ] 2-4 Concordarce, are ſtill but the rCl- 
= | E's terared Harmony in Three; a lig- 
= - ' z5 nificant Emblem of that Supream 
 - | LE and Incomprehentible Trinity , 
L [E'> Three in One, Governing and Dil- 
8 E S poſing the whole Machine of the 


World, with all its included Parts, 
in a perfedt Harmony ; for in the Harmony of 
Sounds, there is ſome great and mdden Myitery 
above what hath been vet diſcovered : Aud Mrs. 
Catharine Philips, #2 her Encomium on Mr. Henry 
Laws his Second Book of Airs, hath theſe words : 


Nature, which in the vaſt Creation's Soul, 


That fteady curious Agent in the whole, _ 
e 
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its Divine and Civil USES. 


The Art of Heaven, the Order of this Frame, 
Is only Mufict in another Name. 

And as ſome King, conq'ring what was his own, 
Hath choice of ſeveral Titles to his Crown z 
So #/armo7y on this [core now, that then 

Yet ſtill is all that takes and governs Men. 
Beauty is but Compoſure, and we find 
Content 1s but the Concord of the Mind 
Friendſhip the Uniſon of well tun'd Hearts ; 
Honour's the Chorus of the Nobleſt Parts : 
And all the World, on which we can reflect, 
Muſick co th” Ear, or to the Intelle&:. 

Nor hath there yet been any Reaſon given of that 
ſympathy in Sounds, that the Strings of a Viol beivg 
ſtruck,, and another Viol laid at a diſtance, and tuned in 
concordance to it, the ſame Strings thereof ſhould ſound 
and move in a [ympathy with the ether, tho nt touch'd: 
Nor that the ſound of a Sackbut or Trumpet, ſhould 
by a ſtrong emiſſim of Breath, skip from Concord to 
(Concord, before you can force it into any gradation of 
Tones or Notes. Ath. Kircherus, a Learned IVriter, 
reports, That in Calabria, and other Parts of Italy, 
there 1s a poiſoneus Spider, called the Tarantula, by 
which ſuch as are bitten, fall mito a frenzy or Madneſs 
and Laughter, to allay the immoderate Paſſion thereof, 
Muſick ts the ſveedy Remedy and Cure, for which they 
have ſolemn Songs and Tunes. 

The firſt and chief uſe of Muſick, is fer the Service 
and Praiſe of God, whoſe Gift it is. The Second Uſe is 
for the Solace of Men, which as it is agrealle unto Na- 


* ture, ſo it is allowed by God as a Temporal Bleſſing to 


recreate and cheer Men after long Study and weary La- 
bour in their Vocations, Eccl. 40. 20. Wine and Mu- 
ſick rejoice the Heart: As the Philoſopher adviſeth, 


Muſica Medicina eſt moleſtie illius quz per labores 
A 4 ſuſcipitur. 
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ſuſeipitur. Alianus # bis Hiſt. Animal. 1. x0. C. 29. | 
writeth, That of all Beaſts, there is none that is not de- 
| lighted with Harmony,but only the Aſs. H.Stephanus 
[> reports,That he ſaw a Lim in London, leave his Meat 
| to hear Muſick. Myſelf, as I travelled ſome years ſince 
k near Roylton, met an Herd of Staps, about 20 upon the 
| my a Bag-pip2 and Violin,which while the 
; Muſick jlay'd, they went forward ; when it ceas'd, they 
all ſtrod ſtill, and m this manner they were brought out of 
Yorkſhire 0 Hampton-Courrt. If rrrational Creatures 
x | fo naturally luvye, and are delighted with Muſick, ſhall 
al not rational Man, who is MG. with the Knowledge 
| thereof ? A Learned Author hath this Obſervation, T hat 
| | Muſick is uled only of the mo# Aerial Creatures, low'd 
and underſtood by Man: The Birds of the Air, thoſe 
| pretty winged Choriſters how at the approach of the day 
do they warble forth their Maker's Praiſe ? Among 
which, obſerve the little Lark, who by a Natural In- 
ſtint, doth ery often mount up the Sky as high as his 
Wings will bear vim, and there warble out h:s Melody 
as long as his (treagth enables him, and then deſcends to 
bis Flock, who preſently ſend up another Chcriſter to 
feepply this Dryine Serwice. It is allo obJerved of the Cock, | 
which Chaucer calls Chanticleer, his Crowing 1s | 
ſonnded Muſically, and doth allude to the perfett Syllg- 
bles of the word Ha-le-lujah. | 
Ach. Kircher writes alſo, j--rxp=po=anaenenD ; 
That the Cock doth ſound a CEEFEEFEES] 
perfect Eignt Meuſically, thus, Coco co coco coco cogCo 
when bis Her s come from their 
Neſt. He hath ſeveral other Obſervations of Sounds 
by ſuch Animals. The Philoſopher {ays, Not to be Anl- 
mum Mulicurn, 4s 10 ;o be Aninaal Rationale. 4nd 
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its Divine and Civil USES. 


the Italian Proverb is, God loves not him whom he 
hath not made to love Muſick. Nor doth Muſick only 
delight the Mind of Man, and Beaſts and Birds, but al- 
ſo conduceth much to bodily health, by the exerciſe of the 
Voice in Song, which doth clear and ſtrengthen the Lungs; 
end if to it be joiwd the Exerciſe of the Limbs, none need 
fear Aſthma or Conſumption ; the want of which Exerciſe 
is often the death of many Students : Alſo much benefit 
bath been found thereby by ſuch as have vecn troubled with 
defetts in Speech, as ſFammering and bad Utterance It 
gently breaths and wentsthe Mourner's Grief, and beigh- 
tens the Foys of them that are cheerful: It abateth Spleen 
and Hatred. The waliant Solaier in Fight is animated 
when he hears the ſound of the Trumpet, the Fife and 
Drum : All Mechanick Artiſts do find it cheer them in 
their weary Labours Scaliger. (Exerc. 302) gives 8 
reaſon of theſe Effet s,becauſe the Spirits about the beart 
taking in that trembling and dancing Air in the body, are 
moved together, and ſtir'd up with it ; or that the Mind, 
harmonically compo&d, is rouſed up at the Tunes of the 
Muſick. And farther we fee even young Babes are charm'd 
aſleep by their ſinging Nurſes; nay, the poor labouring 
Beaſts at Plow and Cart, are cheer'd by the found of 
Muſick,tbo it be but therr Maſter's Whiſtle. If God then 
hath granted ſuch benefit to men by the C:vii Exerciſe, 
ſure the Heavenly and Divine Uje will much mare re- 
dound to our eternal Comfort, if with our Vyices we yoin 
our Hearts when we ſing in bis boly Place. Venerasle 
Bede writeth, That no Science but Muſick may enter the 
doors of the Church : The Uſe of which in tbe Worſhip 
and Serwice of God, that it hath been anciently uſed, and 
ſheu!d ſtill be continued, may be eaſily proved from the 
Evidence of Gods Word, and the Prattice of the Church 


in 
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in all Ages : You ſhall ſeldom meet Holy David without 


an Inji'rument in his Hand, and a Pſa!m m his Mouth ; 
Fifty three Holy Metres or Pſalms he dedicated to his 
Chref Muſici.in Jeduthun, to compoſe Muſick to them: 
He was ms im whom the Spire? of God delighted to dwell, 
for no eqn! Spirit will abide to tarry where Muſick and 
Harmony are Lodg*d; for when he play'd beforeSaul,the 

wt. Spirts departed immediately. T his power of Mulick 
egamſt Fail Spirits, Luther feemeth torhmk that it ub 
fell remajn.SCimus ( ſaith be) Mulicam Dzemonibus 
ctiam inviſam & intolerabitem eile. We know that 
Mulick is moſt dread/ul and intolerable to the Dewils. 
How acceptable Druine Harmmy was to God in his wor- 
ſbip,appears m 2 Cliron, 5. 12, 13. Alio the Lewites, 
which weig the Singers, all of chem of Aſaph, of 
Heman, of feduthum, with their Sons and their Bre- 
thren, being arraved in white Linen, having Cym- 
bals and Plalterics,and Harps,ftood at the Eaſt end 
of the Altar,an with th-m an hundred and twenty 
Prieſts fourdirg with Trumpets : fc came even to 
paſs, as the Trumpeters and Singers were as one, 
tomike one ſoundco be heard inpraiting and thank- 
ing the Lord; And when they lift np their Voice 
with the Trumpets and Cymbels, and Inttruments 
of Mitick, &c. that then the Houſe was filled with 
a Cloud, cven the Houtc of the Lord. The Uſe of 
Meſick was contmucd in the Church of the J-ws, even 
wnt:l the Deſtruttion of their Temple and Nation by 
Titus. And the uſe thereof alſo began in the Chriſtian 
Church in cur Saviour and his Apoſtles time, If you con- 
fult the _—_ of the Primjtrve Farhers, you ſhall 
fearce meet with one that doth not write of the Divine 
Uſe of Muſick in Churches ; and yet true it is, that 
ome 


a 


"MF q 


a CME fas - 


ithout 
outh ;, 
'o his 
hem: 
well, 
; and 
11,che 
1Uick 
dub 
1bus 
that 
evils, 
WOY - 
vites, 
b, of 
Bre. 
Vm- 
end 
nNty 
nrco 
one, 


nk- 


its Divine and Civil USES. 


ſome of them did find fault with ſome Abules thererf in 
the Service of God; (and {o they would now if they 


| were alive; ) but that condemwmeth the right U ſe thereof 


no more than the Holy Supper is condemned by St, Pani, 
while he blameth thoſe who ſhamefull'y profanes ir. The 


i Chriſtian Emperors, Kings, and Pranices, m al! Ages, 
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bave bad this Divine Science in great  teem and Ho- 
nour : Conſtantine the Great, and Theodolius, did 
both of them begin and fing Divine Hymns in the Chri- 
ſtian Congregations ; and Jultinian the [Enpecror com- 
poſed an Hymn to ve ſung m the Church, which began, 
To the only begotten Son and Word of Go Of 
Charles the Great it is reported, That he went often into 
the P/almody and ſung himlelf, and apprinted his Suns 
and other Princes what P[alms and Hymns fluu'd be 
ſung. But to come nearer home, Hiſtory tells us, That 
the ancient Britains of this Iſland had Muſicians before 
they had Books ; and the Romans, that Invaded them, 
(who were not too forward to magnitie other Natuns) 
confe(s what Power the Druids and E irs had over the 
People's Aﬀe ions, by recording in Smgs the Deeds of 
Heroick Spirits, their Laws and Religion being [ung in 
Tunes, and ſo without Letters tran{mittea t» Poſterny ;; 
wherein they were ſo dextrous, ri a8 therr Neighbours of 
Gaul came hither to learn it. Alir-d, a Saxon King of 
this Land, was well skild in all manner of Learning, 
but in the knowledge of Muſick took moſt delight. King 
Henry the Eighth did much advance Muſick imthe firſt 
part of his Reign, when his mind was mere intent * 
Arts and Sciences, at which time he tnoited the # 
Maſters out of Italy, and other Countries, whereby 

grew 10 preat Knowledge therein ; of which he gave 
Teſtimony, by Compoſing with his own hand two _ 
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Services of five and ſix Parts, as it is Recorded by the 
Lord Herbert, who writ bis Life. Edward the Sixth 
was @ Lover and Encourager thereof, if we may believe 
Dr. Tye, one of his Chapel, who put the Ats of the 
Apoſtles into Metre, a the ſame to be ſung 
in four Parts, which he Printed and Dedicated to the 
King . His Epiſtle began thus ; 
Conſidering well moſt Go1ly King, 
The Zeal and pertect Love, 
Your Grace doth bear to each good Thing, 
Thar given is from Above : 
That ſuch good Things your Grace might move, 
Your Lute « hen vou affay, 
Inſtead of Songs of Wanton Love, 
Theſe Stories then to Play. 

Fueen Elizabeth was not only @ Lover of this Devine 
Science, but a good proficient herein ; and I have been 
informed by an ancient Muſician and her Servant, that 
ſhe did »fien recreate her ſelf om an excellent Inſtrument 


calPd the Polyphant wot much unlike a Lute,but ſtrung | 


with Wire : And that it was her care to Promote the 
fame mm the Worſhip of God, may appear by her 49th In- 
junction. And K. James I. granted his Letters Pa- 
tents to the Muſicians in London for a Corporation. 
Nor was his late Sacred Majeſty and Bleſſed Martyr, 
King Charles the Firſt, behiad any of his Predeceſſors 
in the love and promotion of this Science, eſpecially in the 
Service of Almighty God, which with much Zeal be 
would hear reverently performed ; and often appointed 
the Service and Anthems himſelf, e(pecially that (harp 
Service Compoſed by Dr. William Child, being by bis 
Knowledge in Muſick, a competent Fudge there, and 
could play his Part exattly well on the Baſs-Viol, eſpe- 
cially. of thoſe Incomparable Phantaſies of Mr. Cope- 
ragio to the Organ. Of 
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its Divine and Civil USES. 
Of whoſe Vertues and Piety ( by the infinite Mercy 


| of Almighty God) this Kingdom lately enjoy'd a lruing 


Example in his Son King Charles the Second, whoſe 
Love of this Divine Art appear'd by bis Encourages 
ment of it, and the Profeſſors thereof, eſpecially in bis 
bountiful Augmentation of the Annual 1illowance of 
the Gentlemen of his Chapel ; which Example, if it 
were followed by the Superiors of our Cathedrals in 
this Kingdom, it would much encourage Men of this 
Art ( 8 are there employd to Sing Praiſes to Al- 
mighty God) to. be more ſtudious in that Duty, and 
would take off that Contempt which is caſt upon ma- 
ny of them for their mean Performances and Poverty ; 
but it is their and all true Chriſtians Sorrow, to ſee how 
that Divine Worſhip is contenned by vlind Zealots, who 
do not, nor will not underſtand the Uſe and Excel- 
lency thereof. 

But Muſick i this Ape (like other Arts and Scien- 
ces)is in low eſteem with the generality of People. Our late 
and Solemn Muſick,both Vocal and Inſtrumental, is now 
Juſtled out of Efteem by the New Corants and Figs of 
Foreigners, tothe Grief of all ſober and judicious Under- 
yon of that formerly ſolid aud good Muſick : Nor 
muſt we expett Harmony in Peoples minds, ſo long as 
Pride, Vanity, Faftion, and Diſcords, are ſo predominant 
in their Lives. But 1 conclude with the Words of 


Mr. Owen Feltham #* bis Reſolyes ; We find, {aith 
be, thae in Heaven there is Muſick and Halelujahs 
Sung ; 1 believe it is an helpcr both to Good and 
Evil, and will therefore honour it when ict moves 
to Virtue, and ſhall beware of it when it would 
#atter into Vice. 


J. Playford. 


Oz the DETH of 


Mr. JOH27 PLAYFORD, 


THE 


Author of 7! ,-, ard ſeveral other Ex« 


ce,c.t WORKS, 


TE muſt ſubmir, in vin with anxious Strife, 
' We labour tv ſupport this load ot Lite 
No Prayers, nor Peniccuce, no Tears prevail 
With th Grim Tyrant of this moucntul Vale, 
Like Slaves in Amphitheatres of cl, 
Each o' hers ghaſtly Ruin we b<hold : 
And the Prouil Soveraign, whom in the Morn 
In:perial Crowns and Pu*ple Robes adorn, 


D: 013 from his gli:t'ring Throne z c'er mid of Day, 


Him'elf become the greedy Monſter's Prey, 
To the dark Sha les ſo many ways we fly, 
*Tis more a Miracl: to be 5077, than Die. 

+ And fince our Courle is by the Fates decreed, 
He runs it beſt, who runs with ſwifreſt ſpeed. 
Breathleſs an.! Tir'd, the wretch who lags behind, 
Spurs on a Jaded Life that's Lame and Blind : 

And what avails one ſad and painful Hour, 

Whom Death's inſatiate Jaws the next devour ? 

So frail's our State, ev'ry mean Shrub we ſee, 

Has greater Strength and Permanence than we. 
Though ſet in Tears to Night, next Morn' the Sun 
Does his Eternal Race of Glory run. 

The rolling Sand glides through the narrow ſpace, 
And Age to Age renews the meaſur'd Chace, 

Our Þri:tle Glaſs, thin blown, and weakly Burn d, 
Drops i its ſhort Hour and neyer more is turn'd, 
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Thy cheerful Voice, and skilful Muſick hear! 
For ever ſilent is that Tuneful Zyre, 

Which Men, inſtead of Beaſts, did long Inſpire, 
And ſure the Dying Prince lamented well, 
Not when the Emperor, but -y ell. 
When Playford's Hand the wc ll- 

The Principle of Life and Senſe we 1.orn'd 
Pleas'd with the Sound, we wiſh'd our Vital Air 
Might only enter at the raviſh'd Far. 

Thoſe Glorious Deeds which wer® in Times of old 
Of the Great Thraceas: fabulouſly told ; 

Or what's aſcrib'd to ſweet Ampbror's Name, 
Was nobly dore by this Great Sor of Fame. 

As high to Heav'n as Human Wings can ſpread, 
And deep to Hell as Mortal Steps can tread, 

His Pow'ttul Strains with Learned Force did go, 
Soar'd to the Skies, and pierc'd the Shades below. 
His wondrous Skill did Wealthy Fabricks railc, 
Fair Albion's lift'ning Stones obey'd his Lays, 
And ſtand the Signs of Gratitude and Praiſe, 

All Sons of Art, adorn'd their Rey'rend Szre, 

And made his Mayfion a Perpetual Quire. 

His Lite (Harmonious, Gentile and Sweet) 

Was well compos'd, and in true Concord ſet, 

Each noble Part adorn'd its proper Place, 

And Rigid Virtue play'd the Thorow-Baſe. 

Well he conhider'd, that his tender Lyre 

Muſt ſoun be broke, and Tuneful Breath expires 
And therefore with a Pious care refign'd 

Theſe Learned Monuments he left behind. 

With ſuch deploring Obſequies he fell, 

As ferch'd the Fair Euridice from Hell. 

But all in vain we Mourn, while from our Eyes 
Ev'ry belov'd and beauteous 'Objett flies. 


Ye Sons of Earth, whom proud: Achievements ſwell, 


Behold his Corps, and boaft no more your Skill ! 
When all your Labour with Perfettion's Crown'd, 
Diſcord and Death ſucceed the ſweeteſt Sound. 


Mr. John Playford's FLEGT. 


Oh, never more, (my Friend) muſt my charm'd Ear, 


rung Harp adorn'd, 


n 
PASTORAL ELEGY 


On the DEATH of 


Mr. John Playford. 
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Entle Shepherds, you that know 
The Charms of Tuneful Breath, 
That Harmony in Grief can ſhow, 
'Þ Lament for Pious Theron's Death ! 
Theron the Good, the Friendly Theron's gone ! 
Rending Mountains, weeping Fountains, 
Groaning Dales and Ecchoing Vales, 
Tf you want $kill, will teach you how to Moan. 
Ut |. Could Innocence or Picty, 
[' Expiring, Life maintain, 
| Or Art prevail on Deſtiny, 
Theron ſtill had grac'd the Plain, 
Belov'd of Par, and dear to Phebus Train, 
Muſes, bring your Roſes hither, 
| Strew them Gently on his Hearſe, 
| And when thoſe ſhort-liv'd Glories wither, 


Crown it with a laſting VERSE. 
Roſes ſoon will fade away 
Verſe and Tomb muſt both decay : 
Yet Theron's Name, in ſpight of Fate's Decree, 
An endleſs Fame ſhall meet 3 
| No Verſe fo durable can be, 
} Nor Roles half ſo ſweet. 
jd CHORUS. 
Then waſte no.more in Sighs your Breath, 
' Nor think his Fate was hard, 
'| There's no ſuch thing as Sudden Death, 
| To thoſe that always are-Prepar'd. 
Prepar'd like him, by Harmon y and Love, 
To join at ff approach, the Sacred Quire ab9Ve, 
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Sk1ll of Muſick. 
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CH-AP. L 


Df the Scale of Muſick, called the GAMUT, 


and of the Clitts. 


HE GAMUT is the Ground of all 
MUSICK, Vocal, or Inftrumental , 
and (as Ornithoparcus reports) was 
Compoſed by Guido Aretinus, about 


the Year 960, out of a Hyinn of St. Jobs the 


Baptiſt, 
Pt——queant laxis Vieſonare fibris. 
Mirs geſterum Famuli tuorum, 
Solve polluti Labiz reatum. 


And by another thus : 
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The Syllables uſed in Singing, are Ut, Re M;, 
Fa, Sol, La. As you may fee by their different 
Characters ; but &er I treat any further of them, 
I ſhall lay before you the Gamur, which ought 


do 


to be the Foundation of your Knowledge in thisY],:1 


Science : Therefore, when you bave obſerved the 
Form and Method of it, I ſhall endeavour to di- 


rect you in the proper Uſe of it. 


The GAMUT, or Scale of M USICK, 


G ſolreut in Alt. Sol 

F faut. _ Fa 

Ela La 

D lalol. _ _ Sol. 

C /oifa. Fa 

B fabemi. _ ———X 
Alamire. La 

G /olreut - Oemmmmgmn SOl—n— 
F' faut 0 Fa | 
Elami. —_—— Lan— 

D lafolre. Sol 

C lol*aut. CR —— — -Fa 

B fabemi. Mi 
Alamnre. _— La—— 

G /olreut, Sol 

F faut. =-————_—z — 4 
Elami. La 

D jol re. — S  —_— 
C faut. Fa 
BB 1h nnnrnmnnmnn ner —M—_— 
Ars. La 


Gamput, woonyooee 
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Firſt, In the firſt Column you have the Names 
of the ſeveral Notes uſed in Muſick : Begin then 
at Gamut, and read them upward, and then 
down again, and ſo backward and forward, 
till you have learned them by Heart ; then ob- 
ſerve what Syllable each proper Name points to 
in the ſecond Column, for by thoſe ſingle Syl- 
lables you are to Sing, the Names in the firſt 
Column being only to give Denomination to 
the ſeveral Lines and Spaces in the Gamut. For 
Example : Suppoſe a Note placed in the upper- 
moſt Line of the Scale, and you are asked where 
ſuch a Note ſtands, ſay in Ffaut, as you may ſee 
that Name to point to that Line, and fo of all 
the reſt of the Lines and Spaces. Now in get. 
ting thoſe Names, you muſt learn the other 
Syllables along with them, whereby to know 
what the Abbreviation of every Name is: As 
for Example: What do you call Gamut ? Tis 
called Sol, What Are? La; and fo conſequently 
of all the reſt. Now, that this may not ſeem 
ſo difficult as it appears, cis but obſerving that 
thoſe Names begin with ſeven Letters of the Al- 
phabet, (wviz.) G, A, B, C, D, E, F, and then G 
again, going round till you are gone through 
the Scale; ſo you may fee, that A is called Le 
where-ever you find it in any part of your Gamnt, 
Bis 2M:, Cis Fa, D is Sol, EisLa, Fis Fa, and 
G 1s Sol, whereby the difficulty of remembring 
your Gamut, ( which appears ſo full of bard 
Names ) is only to keep in mind theſe ſeven 
Letters, obſerving that whar you call Game in 
the Boſs, is elſewhere called G ſolrews ; what Are, 
B a La 
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Alamire; what B mi, B fabemi; what C faut, 
C ſolfaut, and C ſolfa; what D ſolre, D laſolre and 
D laſol; what Elami, in the Treble Ela; and F faut 
is every where the ſame. 

Secondly, You ſee the Lines of your Gamut are 
divided into three Fives, expreſſing the three 
feveral Parts in Mulick, Treble, Tenor, or Mean, 
and Baſs ; and on one of theſe Five Lines in every 
Part, there is a particular Mark or Character, 
called a Clif, by which you may know how to 
call any Note that is placcd on the Five Lincs, or 
in Space. On the fourth Line from the bottom, 
which is F faut, you ſee this Mark &:, which is 
called the Baſs or Ffaut Cliff, becaule *tis placed 
on Ffau:; on the ſecond Line above it, you 
ſee this mark Z, Which is called the Tenor, or 
C ſolfaur Cliff, tor the ſame Reaſon as before ; 
and on the ſecond Line above that, you ſee this 
mark &, which is called the G ſolreut or Treble 
Cliff: Now take any of the five Lines which 
you ſee brac'd together out of the Scale, and 
youll find theſe ſeveral Chffs placed, the Baſs on 
the upper Line, but one of the Five, the Tenor 


on the middle, and the Treble on the lower Line 


but one. Now, as I faid before, by theſe Cliffs 
you know how to name your Notes when you 
iec them prick'd down, for each of them give a 
difterent Name to a Note : For Example ; Sup- 
poſe a Note mark'd on the middle Line of five, 
and no Cf put at the beginning, then you can 
have no Name for it, but put the Baſs Cliff there 
and *tis D ſolre, put the Tenor, and *tis C ſolfaut ; 
pur the Treble, and *tis B fabemi, agreeing with 
your 
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your Scale or Gamut. That you may the better 
underftand me, - PlI lay before you the Gamut 
placed on five Lines, according to the manner 
of Singing, beginning at Gamut in the Baſs Cliff, 
and deſcending through the Tenor to the Treble 
Chff, and fo up to G ſolrent in Alt. 


The Scale or GAMUT oz the Five Lines 


_ Pan 
— —— 


 hm— 


S] 


|| 


— — — — 
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fabemi. C ſolfa. D laſol. 


[#) 2 4 —— — 
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D laſolre. Elami Ffaut. G ſolreut. Alamire. 
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F faut. G ſolreut. Alamire. Bfabemi. C ſolf aut. 
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Gamut. Are. B mi. C faut. D ſolve. Elam. 


Now to ſing your Notes, you cannot uſe the 
Words, Gamut, Are, &c. they being too long ; 
therefore their meaning is contraCted to theſe 
ſeveral ſhort Syllables, Sol, La, Mi, Fa; Ut and 
Re being left out, and are with leſs Confuſion 
ſupply'd with Sol and La: It was the Ancient 
Practice, and the French generally uſe it now, 
but this Modern way is found leſs difficult to 
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the young Pradctitioner, being not ſo burthen- 
ſome to the Memory. Now, altho there is but 
Twenty two Notes fer down in the Scale, Mulick 
is not confir'd to that Number, but ſometimes 
youll meet with Notes both below and above 
what I have ſet down, ( according to the Will 
of the Compoſer) and then you add a Line or 
two to the five Lines, as the Song requires, 
thoſe Lines ſo added being called Leager-Lines ; 
and obſerve, That all ſuch Notes in the Baſs, are 
called Doubles, as one Note below Gamut ; Double 
F faut ; ewo Notes below, Double Elami ; and fo 
deicending to Double Gamut : Likewiſe all Notes 
above Ffaut in the upper line of the Treble are 
called In alt, as Gſolreut im alt, Alamire in alt, and 
ſoon. You fee alſo, That all your Notes are 
placed gradually upon the ſeveral Lines and Spaces, 
ſo that if you would write down eight Notes in 
order, aſcending one above another, and the firſt 
Note to be G /olreut in the Treble Cliff, which is 
npon a Line, the next in order mult be Alamire 
in the Space, the next, Bfabemi on the Line, 
and fo on till you come to G ſalreut in alt, By 
this you may obſerve, that every eight Notes bears 
the fam: Denomination, as from Gamut to G/olreut, 
from Are to Alamire, and to Alamire again; and 


thus might you aſcend ( if *rwere poſſible) to a | 


Thouſand, it being only the fame over and over 
again; ard as it bears the ſame Name, fo it gives 
the 11me Sound, only ſhriller as it aſcends ; but if 
Ten thouſand Perfons were to ſound a Note juſt 
eight Nores above one another, *twould all found 
like one Note. Pll proceed in the next Chapter 
[0 
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urthen-&o give you a few ſhort Leſſons upon Five Lines» 
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arked with the Treble Ch;F, that being the moſt 
ſual for Young Beginners. 
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CHAP. I. 


The NOTES, their Names, Number, 
Meaſure, and Proportions. 


Aving in the preceding Chapter given you 
an Account of the Gamut, and how your 
Notes gradually aſcend, and deſcend, -I ſhall now 
lay before you a Scale of the Netes which are uſed 


in Singing, (visz.) 


One Breve, n7=u- contains 
2 Semibreves, @ @<@ contain 
pony. cy 
4 Minims, [ [ [ [ contain 
pug SAL) 
8 Crotchets, ſ f [ f ſ [ ſ contain 


A — 


cn = 


32 Semiquavers; 32 Semiquavers, 64 Demiquavers. 


Theſe are the ſeveral Marks to which you muſt 
apply thoſe Syllables, Sol, La, Mt, Fa, mentioned 


in the foregoing Chapter; and before I proceed 
B 4 to 
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to a Leſſon of Plain Song, 1 think it neceſſary you 
ſhould underſtand the Meaſure or Proportion of Time 
each Note requires, 

| begin firſt with the Semibreve, which you may 
fee is an open Head without a Tail ; this Note we 
call the Maſter-Note, it being the longeſt Note for 
quantity of Time now in uſe, and is performed 
while you may leaſurely cell x, 2, 3, 4. but of this 
I ſhall ſay more in the next Chapter. The next 
Note is called a Minim, which you may diſtinguiſh 
by having a Tail added to the open Head, and is 
but half ſo long in Time as the Semibreve. The 
next is a Crotchet, Which is the Head filled up all 
Black, and is but half the length of a Minim. The 
next is a Lwuaver, Which is the Tail turned up 
again with a plain Stroak, and is but half the 
length of a Crotchet, The next is a Semiquaver, 
the Tail turning up with a double Stroak, and is 
but half the quantity of a Quaver. The next 1s a 
Demiſemiquavet or Demiquarer, the Tail turning up 
with a treble Stroak, and but half the length in 
Time of a Semiquaver ; but the Printer having none 
of that Character by him, I was obliged to omie 
it in the Scale; So that x Semibreve is as long as 
2 Minims or 4 Crotchets, or 8 Duavers, or 16 Semi- 
quarters, Or 32 Demiſemiquavers. Having Treated 
of the Gamut, and of the Quality of the ſeverat 
Marks or Characters we call Notes, I ſhall proceed 
© give you an account of what we call Time ; 
only give me leave to add, that formerly they 
uſed three other Notes more than what I have 
ſhewn you, of which, that you may not be ignoy 
rant, I will Acquaint you what they are, 7 
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\ Large, a Long, a Breve; now a Breve is twice the 

length of a Semibreve, a Long, twice the length of 
a Breve, and a Large twice the length of a Long, 
ſo that a Large is as long in ſounding as 8 Sems- 
breves, Which is a Sound too long to be held by 
any Voice or Inſtrument, except the Organ. 


CHAP. II. 


Of the MOODS, or Proportions of the 
Time, or Meaſure of Notes. 


E by part of Muſick, called Time, is ſo necel- 
ſary to be underſtood, that unleſs the Pra- 
Citioner arrive to a PerfeCtion in it, he will never 
be able to play with any Delight to himſelf, or 
at leaſt toa Skilful Ear, the Uſe of it rendring 
Muſick fo infinitely more Pleaſing and Delightful ; 
which to obtain, I have fet down theſe following 
Inſtru&ions. 

That there is but two Moods or Charaders by 
which Time is diſtinguiſhed, (wiz.) Common-T ime, 
and Tripla-Time ; all other Variations and Diſtin- 
ions of Time (like ſo many Rivulets) take their 
Original from theſe 2wo ; the Marks of which are 
always placed at the beginning of your Song of 
Leſ/on. 

_ | ſhall ſpeak of Common-Time, of which 
may be reckon'd three ſeveral forts ; the firſt and 
ſloweſt of all is marked thus C: *Tis meaſurd by 
a Semibreve, which you mutt divide into four equal 


Parts, telling oye, two, three, four, diſtinctly, puting 
your 
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your Hand or Foot down when you tell oze, and 
taking it up when you rell 7hree, ſo that you are 
as long down as up. Stand by a large Chamber- 
Ciock, and beat yonr Hand or Foot (as I have 
before told you) to the flow Motions of the Pen- 
dulum, tclling one, two, with your Hand down as 
you hear it {trike, and three, /owr, with your Hand 
up; which Meaſure I would have you obſerve in ed 
this flow ſort of Comon-Time : Alſo you muſt ob- © 2! 
ſerve to have your Hand or Foot down at the be- | 10 
ginning of every Bar. I 

The ſecond fort of Common-Time, is a little fa- 
ſter, which is known by the Mood, having a Stroak Þ} © 
down through it thus, &. ol 

The third ſort of Commen-Time is quickeſt of all, | 01 
and then the Mocd is retorted thus $; you may || 
tell one, two, three, four, in a Bar, almoſt as faſt as } 4 
the regular Motions of a Watch. The French Mark 
for this retorted Tine is a large Figure of 2. h 

There are two other forts of 7;me, which may 
be reckor'd amongſt Cummon-Time for the equal || * 
Diviſion of the Bar with the Hand or Foot up and 
down : The firſt of which is called Six to four, each | Þ 
Bar containing ſix Crotcbets, or ſix Luavers, three 
co be ſung with the Hand down, and three up, || | 
and is marked thus 5, but very brisk, and always 
uſed in Tigs. 

The other ſort is called Twelve to eight, each 
Bar containing twelve Luavers, fix with the Hand 
or Foot down, and fix up, and mark*d thus *z 

Theſe are all the Moods of Common-Time now in 
uſe. The length of your Notes you muſt perfeCtiy 
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ver before you can rightly keep Time; for the 
hich, I refer you back to Chap. 2. "3 

Tripla-Time, that you may underſtand it right, 
I will diſtinguiſh into ewo ſorts: The firlt and 
ſloweſt of which, is meaſur'd by three Minims in 
each Bar, or ſuch a quantity of leſſer Note: as A- 
mount to the value of three Minims, or one Poznt- 
ed Semibreve, telling one, two, with your Hand down, 
and up with it at the third ; fo that you are as 
long again with your Hand or Foot down as up, 
This ſort of Time is marked thus +. 

The ſecond fort is faſter,and the Mmims become 
Crotchets ; ſo that a Bar contains three Crotchets, or 
one Pointed Minim ; *tis marked thus, 3 or thus 31; 
or Three or four, marked thus 4 Sometimes yowll 
meet wich three Luavers in a Bar, which is murk'd 
as the Crotchers, only ſung as faſt again. | 

There is another ſort of Time, which 1s uſed in 
Inſtrumental Muſick, calPd Nine to ſix,mark*d thus 2, 
each Bar containing nine Luavers or Crotchets, {ix 
to be play'd with the Foot down, and three up. 
This I alſo reckon amongſt Tripla-Time, becauſe 
there 1s as many more down as up. 

Theſe I think, are all the Adoods now in ufe, 
both Common and Tripla-Time : But tis necellary 

for the Young PraCtitioner to obſerve, That in 
the middle of ſome Songs or Twnes, he will meet 
with quavers joir?d together three by three, wich a 
Figure of 3 mark*d over every three Luavers, .- 
(it may be) only over the firſt three ; Theſe _ 
be perform'd each three .2uavers to the value 
the Crotchet, which in Common-Time, 1s the ſame 
with Twelve to eight, and in Tripla-Time, the ſam? 
with Nine to ſix, A 


IE 
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A Perfefton in theſe ſeveral Moods cannot be 
obtain'd without a diligent Practice, which may 
be done at any time when you do not Sing or Play, 
only telling one, two, three four,or one, two, three, and 


Beating to it; (as I have before obſerved.) Alſo 


the Young Prattitioner muſt take care to Sing or 
Play with one that is perfett in it, and ſhun theſe 
which are not better than himſelf. 


Now I ſhall venture to ſet you a Leſſon of Plain 


Song. Indeed I told you in the end of the firſt 
Chapter I wonld do it, but I thought it neceſſary 
firſt ro add theſe two Chapters for your farther 
Inſtruftion ; and fo I hope now you may be pret- 
ty well prepar*d for it. 


CHAP. IV. 
Of Tuning the VOICE. 


| given you plain and familiar Rules for 
the underſtanding of the Gamut, and of what 
we call Time, I ſhall now proceeed to a Leſſon of 
Plain Sing upon five Lines in the Treble or G ſolreut 
Clif, conſiſting of eight Notes, gradually aſcend- 
ing and deſcending, agreeing with the cight up- 
permoſt Notes mentioned in your Gamut, with 
the Mark of Common-Time plac'd at the begin- 
ning, 


Now 
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Now yow'll fay, you know what all this means, 
pnly you cannot Tune your Netes right, nor can 
it be ſuppoſed you ever will, without the aſli- 
ſtance of a Tunable Voice or Inſtrument at the 
firſt; all the Benefit you can reap without it, 1s 
to obſerve what I now am going to lay down, in 
relation to the conſtituted Sounds belonging to 
thoſe eight Notes aſcending and deſcending. When 
a Sound is given to the firſt Note, called So, you 
riſe to La, ( as the next in order above it) one 
Whole Tone or Sound, and another whole Tore 
to Mi; from Mito Fa, is but half a Tone; from 
Fa to Sol, and Sol to 1a, are whole Tones; from 
La to Fa, but half a Tone; from Fa to Sol, a 
whole Tone; and you might aſcend, if your Voice 
would permit you, Ten Thouſand OFawes in the 
ſame Order as this one. The difference between 
whole Tones and half Tones, either riſing or fal- 
ling, eaſily diſtinguifhd, all whole Tones being 
cheerful to the Ear, but half Tones melancholy ; and 
youll always meer with wo half Tones (either ri- 
fing or falling) within the compaſs of eight Notes, 
and thoſe two are called Fa; for to riſe from 24s 
to Fa, and from La to Fa, are melancholy Sounds 
Alſo to fall from Fa to La, and from Fa to Mz, 
are melancholy Sounds. But let us look back on 


the Letion of Plain Sog, which you muſt man- 
age 
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age thus: When you have ſounded the firſt Note, 
you mult riſe by whole and half Tones or 
Sounds, as I have before obſerv*d, till you aſcend 
to the top of your Lellon, and then down again, 
laying your hand down when you begin ro ſound 
the fir!t Note, and raking it up when you have 
half iung it; then laying it down at the next, 
and up again ; fo conſequently of all che relt 
that are of the ſame Quality, according to the 
Directions of Chap. 3. Now, for fear you ſhould 
not fing in Tuze at the firſt, you ought to 
get the aſliiiance of a Perion either skill d in the 
Voice or tad 1menr, and let him Sing or Play 
your eight Notes over with you, till you can 
retain the ſound in your Memory ſo well, as to 
be able to do ir without him. When you are 
perfect in this L<lion, here is one a little barder, 
called Thirds, becauſe of the skipping from the 
Firſt to the Third, and fo miſſing a Note upon eve- 
Ty Bar as yau rife and fall. 
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This Leſſon I have put in Minims, which are to {Y* 
be meaſur*d one with the Hand or Foot down, Li 
and one up; but for fear you ſhould not right» 
ly underſtand whet I mean by skipping a Note, 
I will ſet an Example upon this Lellon thus : 
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end this Chapter. 
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You ſee now in the firſt Bar of this Leſſon you 
aſcend three Notes, as you were. taught before 
in your eight Notes, (viz.) how to Aſcend and 
Deſcend gradually, fo that when you have ſung 
the three firſt Notes, you muſt leave our the ſe- 
cond Note, and skip from the firſt to the third, 
which will be the ſame thing with the firſt Bar in 
the former Lefſon of Thirds; and the ſame Mood 
you muſt obſerve to go through the reſt of this 
Leſſon: Alſo the like muſt be done with Fourtbs, 
Fifths, Sixths Sevenths, and Eighths. 1 ſhall only 
add another Leſſon, wherein theſe ſeveral Leaps 
or Skippings in general are prov'd, and fo ſhall, 


Aſcend- 
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CHAP. V, 


f the Reſts or Pauſes, of Pricks or Points of 
Addition, Notes of Syncopation, and 7 ying 
of Notes. 


N the foregoing Leſſon, you may obſerve other 
Characters intermix*d with the Notes, which 
re called Refs or Pauſes, being a Charatter of 
ence, or an Artificial Omiſſion of the Voce .or 
ound, proportion'd to the Meaſure of other Notes, 
ccording to their ſevcral Diſtinctions ; which that 
ie Performer may not Reſt or Pauſc too long 
r ſhort before he Plays or Sings again, there 1s 
Reſt aſſigned to every Note: As for Example; 
he Semubreve Reff is expreſſed by a Stroak drawn 
ownwards from any one of the hve Lines, half 
rough the Space between Line and Line ; the 
inim Reſt, is aſcending upwards from the Line ; 
he Cretchet Reſt is turned off like a Tenter-hook 
the right hand, and the 2yaver Refs to the 
ft: The Semiquaver Reſt, is with a double Stroak 
dthe lefr,and the Dewni/emiquavzer Reſ? with a triple 
troak to the left. Now, whenever you come 
any of theſe Refs, you mult ceaſe Playing or 
inging, till you have counted them filently, ac 


Rording to their value in Time, before you Play 
g2in; as when you meet with a Sembreve Reſt, 


ou muſt be as long ſilent as you would bc per 
brming the Sembreve, before you Sing or Play 
pain; and ſo of a Crotchet, a Quaver, &c. If 
e Stroak be drawn from one Line to another, 
(; then 
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then *tis two Semibreves ; if from one Line to 4 

third, then *tis four Semibreves: As in this followÞ!: 

ing 0 
Example. 

8 Semibreves, 4. 2. 1, Minim. Crotchet, Quaver, Semiquave 
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Now you muſt obſerve, That when you mee 
with a Semibreve Refs made in Tripla-Time, or | 
any other fort of Time beſides plain Common-Tim 
It ſerves for a whole Bar of that Time Which yo 
ving or Play in, altho the Time may be longer © 
ſhorter than a Semibreve ; or if *tis drawn fron 
Line to Line (like two Semibreve Reſts) it ſerve 
for two Bars, and no more nor lets ; ſo for fou 
or eight Bars, or more, according as you find | 
mark*d down. a 

The Prick of Perfe&icn, or Point of Addition, is $"* 
lirtle Point plac'd always on the right fide of th{'2 
* Note, and adds to the Value of the Scand half a bi 
m'1ch as it was before ; for as one Semibrerſ©t 
Contains two Minims, When this Point is added ti 
tn: Semubreve, it muſt be heid as long as thre 
Minims ; to of Crotchets, Dnavers,Cfc, As In this 


Exam ple. 


Prick®d Semibreve, Mimimn. Crotchet. 4Ver. 
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Sometimes you will meet with a Prick or Peir:r 
is ſollowÞlac'd at the beginning of a Bar, which belongs 
o the laſt Note in the preceeding Bar. As for 


Example. 
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Notes of Syncopation, or Drivmg-Notes, are when 
'Oour Hand or Foot is taken up or put down while 
he Note is ſounding, which is very aukward to a 
'/oung Practitioner ; but when once he can do 
his well, ne may think himſelf pretty perfet in 


eeping Time. Take this following Leſlon for 
An Example. 
a erode 
un 2 D- 
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Of the Tying of Notes, there are two forts; the 


firſt is by a ſtroak drawn like a Bow over the 

Heads of two, three, or more Notes, when they 

are to be ſung bur to a” Syllable. 
2 


For 
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The ſecond fort of Tyed-Notes, are with a ſtreighl] x: 
Stroak drawn through the Tails of two, three, 0 


- ou 
more Notes, as in the following "p 
Example. - 
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This Example ſhews, that many times in Song FP 
or Lefſons, two, four, or more .2uavers or Semi th 
quavers are tied together by a long Stroak, draw = 
chrough their Tails ; and tho they be fo, they ar C 
the ſame with the other, and are fo tied for th "_y 
benefit of the Sight, when many quavers or Semi 


quavers happen together, not altering the Meaſus 
or Proportion of Time, 
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CHAP. VL 
other Marks or CharaQters uſed in Mufck, 


HE Principal part of which CharaCters are a 

Flat and a Sharp; the Flat is marked thus b&, 

nd the Sharp thus, #: The Uſe of them are to flat 
nd ſharp any Note they are plac'd before. 

For Example: Suppoſe you were finging up 
our Eight Notes, and when you come to C /olfa, 
r the firſt Fa above your Ms, you ſhould find 2 
barp in that ſpace,you muſt not ſing it as I directed 

Chap.4.where I told you,twas but half a Note or 
one above your M4, but you mult ſing it a wholc 
one above, the quality of a Sharp being to raiſe 
ny Note *tis plac'd before, half a Note or Tone 
igher, or(to ſpeak like a Muſician) ſhayper than ie 
as beforc. Alſo when you deſcend to a Sharp, as 
rom La to Sol, and a Sharp ſhould be in Sol, then 
on fall but half a Note, which is a melancholy 
ound, as I before told you all half Notes were, 
1ther riſing or falling ; and conſequently you may 
aſily diſtinguiſh whether you ſound it right or not, 
or *cis like falling from Fa to La, or Fa to Ms:. 

A Flat, when *ts plac'd before any Note which 
ou ſhould ſound a wholeTone or Note higher than 
he Note immediately before it, obliges you to 
ound it but half ſo high, in the fame manner as 
rom M; to Fa, or La to Fa. 

Obſerve alſo that when theſe Flats or Sharps are 
lac'd ar the beginning of your five Lines immed!- 


Accly after your Cl;f, they ſerve to all the Notes 


nat ſhall happen in that Line or Space where you 
3 obſerve 
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obſerve them plac'd upon, unleſs *tis contradicted 
by a Flat or Sharp plac'd before that Note which 
the Compoſer has a mind ſhould be ſo: And when 


they are not plac'd at the beginning, they ſervel 


only to thoſe Notes they are plac'd before. 


A Dire& is uſuaſly put at the end of the Line, 
and ſerves to direct to the place of the firſt Note 
on the next Line, and are thus made. 

urmogrreogermene ates 
= EEE = 

There are two ſorts of Bars, the ſingle and the 
double: The ſingle Bars (ſerve to divide the Time, aC- 
cording to the Meaſure of the Semibreve. And the 
double Bars are \«r to divide the ſeveral Strains or 


Stanza*sof the Songs and Leſſons. They are thus made. 


Py 


ins em ms 


A Repeat is thus made 2, ard is uſed to ſfignifie, that 
ſuch a Part of a Soug or Leſſon muſt be Play'd or ? 
ung over again from the Nozeover Which it is plac'd, } 


CHAP. VII. 

Of the ſeveral KEYS in Muſick ; alſo what 
@ Key is, aud tow to Name your Notes 
any of them. 

b Aving already given you ſome hints of the 

- 4 Flats and Sharps, I fhill now proceed to 1n- 


firnet you in the further Uſe of them, with the } 


ſeycral Alterations of Keys they produce by being 
plac'd 
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plac'd at the beginning of the five Lines; but be- 
ore I proceed any further, [ rhink 1t requitice to 
et you know what a Key is. For Inſtince ; Snp- 
poſe you have a Leſſon or Song prick*d down, 
ou muſt obſerve in what Space or Line the lait 
ote of it ſtands on, and that 1s the Key: Now it 
1e Line, Fery often begins in the Key, but ſometimes a Third 
ſt Note@r Fiftb above it, and fo you canaot fo well tell, 
but it certainly ends in it. 
A Key is a Song or Tune depending ona Sound 
given, as a Sermon does on a Text, and wh-n it 
nd the Sends right, it gives ſuch a ſatisfaction co the Ear, 
2, ac- that nothing more is expected after it; like a Pe- 
Ind the riod at the end of a Sentence, when the Senſe 
ains or Ris full, and no more depending upon it. 
3 made. Y You muſt always name your Keys in reference 
Jto the Baſs, 
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This Leſſon js ſet in Are Key, tho you ſee it be- 

gins in Ela, a Fifth above it. | 

fre & Now fuppoſe vou were ask'd what Key this 
o in- | Leſſon is in, you muſt not ſay Alamire, becaule ir 
1 the & ends there, but Are, in referenee to the Baſs, as l 
deing | {aid before. 


laced 2 
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There are but two Keys in Muſick, one flat, and! 
the other ſharp, which is ſufficient to write down 
any melancholy or cheerful Song whatever. The me- 
lancholy or flat Key, without either flat or ſharp at! 
the beginning, is Are or Alamire; the ſharp or 
cheerful Key, without either flat or ſharp at the be- 
ginning, is Cfaut or Cſcifa: Thels we call rhe 
two Natural Keys, becauſe a Song may be ſet in 
either of them without the help of Flats or Sharps; 
which cannot be done in any other Key, but there 
mult be either Fats or Sharps placed at the begin- 
ning of your five Rules or Lines. 

The principal Keys made ule of, are as follow : 
Gamut Flat and Sharp, Are Natural and Sharp, 
B mi Natural and Flat, Cfaut Natural and Flar, 
D ſolre Natural and Sharp, Elami Natural and Flat, 
and ſometimes Sharp; Ff@ut Natural and Flat, 
and ſometimes Sharp. There may be more 
thought on to puzzle Young Beginners, but not 
of any Uſe, herc being Variety enough to pleaſe 
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the Ear. F 

Now, youll never meet with any Song or Tune ? C 
but *cis ſer in one of theſe Keys I juſt now men-F . 
tiorn?d ; 1 wouid therefore adviſe you to Sing or? - 
Solfa well in the two Natural Keys before you pro-! 5 


ceed to the reſt, and then youll acquire che Know- 
ledge of them wich much greater eaſe. 

I ſhall now procced to ſet this flat Letſon,which 
is in Are, in all the reſt of the flat or melancholy 
Keys, and ſhall begin with Gam. 
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Example. 
Gamut Flat. 4 F 
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D ſolre Natural. 
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Ger but a Violin to play this Leſſon over, and 
yowll find the fame Air through all, as in your na- 
tural Key ; fo that the difficulty of Solfaing in any 
of theſe melancholy or flat Keys, is to apply them 
all ro Are Key, and then you cannot fail. 

For Example: The firſt Note of your Leſſon in the 
natural Key you call La, which ſtands in the upper- 
moſt ſpace of the five Lines ; now in the reſt of the 
Keys, you may obſerve the firit Noze to be in a ditte 
rent Place, according to the difference of the Keys ; 
but you ought to give every Note the ſanie Name 
in theſe ſeven ſeveral Keys as you do in the natural 
Keys, for the Reaſon 1 gave you before, reconciling 
all melancholy Keys to Are Key, and all cheerful Keys to 
C faut Key. Alſo obſerve well the number of the Flats 


' or Sharps that occaſion the ſeveral Variations. 


I ſhall now proceed to a Leflon in your Na- 
tural Sharp or Cheerful Key, which is C faut, and fo 
go through the reſt of the ch:erfu! Keys, as 1 have 
done the fat Ones. 


For Example. 
Gamut Sharp: 
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Are Sharp. 
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The ſureſt way to underſtand theſe ſeveral Kez:, 
is firſt to get Leſſons in the two natural Ones, till 
you are perfect in them, and then proceed to one 
Flat, and fo on totwo or more till you have con 
quer?d all. The like Method you muſt obſerve 
With the Sharps. 


{1 would adviſe you at the firſt to get any Song 
{Zou mect with put into one of the natura! Keys ; al. 
ſo I would have you make uſe of the Treble Cl:ff, 
being always plac'd on the ſecond Linc from the 
bottom of your five ; the Baſs Chff is not ſo com. —: 
mon as that, altho it's as certain as the other ; but 9: 
the Texor Chff is very uncertain, for you may find itY / 
plac'd on every Line of the five except the upper-| 

moſt, obſerving that whatever Line it ſtands on. 1 
you ought to call it C /e/fart, as if it ſtood uponthe yo) 
middle Line, and th? Notes below and above it Yher 
Equally the-ſame, as in the Scale or Gamut, ben 


Let me entreot you to Prattiſe your Leſſons I the 
for a conſiderable time prick'd down un theſe two Bl wl 
Keys, Are and Cfaut, betore you proceed to the I tai 
other ; and believe, that nothing but a agent | 
Application will overcome the Difficulties you'll | 
meet With in this Scierce. 
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CH AP. VIIL 

Of the TRILL or SHAKE. 

HE Trill is the moſt princips! Grace in 


Muſick, and the moſt uſed ; the Directions 
for Learning it is only thise, To move your Voice 


eaſily upon one Syllable the diſtance of a Note, 


thus : 
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Mila, mila, ſ0l ſol, 


Firſt move ſlow, then faſter by degrees, and 
yowll find it come to you with little Practice ; bur 
beware of huddling your Voice too fait, for Bfa- 
bemi and Alamire, ought both of them to be ſound- 
cd diſtintly, your Shake being compounded  ei- 
ther of a whole or half Tone. This is the Method, 
which obſerv'd with a diligent Practice, will cer- 
tainly gain your Ends. 


I ſhall add a few IfruFions, to let you know 
where the Till ought ro be uſed : (viz.) Onall 
Deſcending Prick?d Crotchers, alfo when the Note 
before is in the tame Line or Space with ir, and 
generally before a Cloſe, either in the middle, or 
at the end of a Song. I will now ſet you a ſmall 
Example of it, and place a mark over the Notes 


you ought to ſhake. 
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There are other Notes which onght to be ſhakd 
beſides Pr:ck*d Notes, and a little Prattice upon theſe 
Directions, will be much more Advantageous than 
What I can ſay herc. 


L hope I have laid before yon, by plain and fa- 
miliar Examples, the Theory or Ground of Plays 
Song, which (if well digeſted) will be a ſufficient 
Foundation for an Improvement of your Know- 
ledge. Alſo I would have you hear as much 
Muſick Perforn'd as you can, which will be very 
beneficial to you. All that I can ſay more, is to 
fling in my beſt Wiſhes to your Endeavours, and 
ſo I bid you heartily 


Farewell. 
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Il Cloris caſt her Sun-bright Eye 
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What rural ſport can I deviſe, 
To pleaſe her Ears, to pleaſe her Eyes ? 
Fair Cloris ſees, Fair Cloris hears, 
With Angels Eyes, and Angels Ears. 
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The wanton Suckling and the Vine . 
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With their green Arms incircle thine, 
To keep the burning Sun away. 
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TUNES of Pſalms Sung 
in Pariſh-Churches, with the Baſs 
under each Tune. 


Pſalm 4. Oxford Tune. 


O God that art my righteouſneſs, Lord bear me when I call : 
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Pſalm 69. Litchfheld Tune. 
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Sing ye with praiſe unto the Lord, new ſongs with joy © mirth : 
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Sing un--10 him with one ac--cord, all peo--ple on the earth, 
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P/alm 116. 


Windſor Tune. 
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I hoe ve the Lord,becauſe my voice and prayer heard bath be: 
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When in my " dan I call d #n bim, he bow'ld bis ear t9 me, 
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Pſalm 141. Weſtminſter Tune. 
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Martyrs Tune. 
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1 23. Low. Dutch Tune. 
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Pſalm 103. Hartfordſhire Tune. Ef= 
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Pſalm 73. York Tune. 
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Pſalm 13 5. London New-Tune. 
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Pſalm 125. Ten Commandment Tune. 
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Pſalms 148. Proper Tune. Pſc 
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Plalm 113. Proper Tune. 
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Cathedrals, & Collegiate Chappels. 


H E Confeſſion and Abfolution being read 
by the Prieſt in one continued ſolemn 


Tone, the Pricſt and the whole Choir 
repeat the Lord*s Prayer, thus : 
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Cur Father which art in Heav'n, &c. for ever and ever, "Amen. 
Prieſt Choir. 
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, O God make ſpeed to ſaye us, 0 Lord make baſte ro help us, 
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The Venite is begun by one of the Choir, then eve 
ſung by fides, obſerving to make the hke Break Rtheſ 
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Sometimes it is ſung by one of 


Break theſe following Tunes of Four Parts, with the Or- 


ording gan, or without it. 


| CE EEEEEE 


i Q come let us, SE: 


= | hes rererer eters i 


Te Deum being ended, and the 
ſecond Leſſon read, Fubilate or Benedius is ſung by 
the Choir, as they are variouſly compoſed, or elſe 


J to one of the following Tunes of Four Parts. 


Theſe Tunes of Four Parts, are proper for Choirs to ſing 


{ the Pſalms, Te Deum, Benedi&tus, or Jubilate,to the 0rgav, 


A 4 Vac. Canterbury Tune. 
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O come Tet us, Sc, 
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O come l-t us, & Let us heartily re 
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_ & O come let us, Oc, 


Let us heartily rejoice in the ſtr. &c, 
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O come let us, Let us heartily rejoice in the tr, &c, 


EEEFEEFEES] FEEFFEEFEEPFFSH 


Ocame let us, & Let us heartily rejoice in the ar, Sc. 


EEEEEPREFFFFEEFEEEFS 


—C—— 0 1 > — — 4 - 


© come let us,&5:, Let us heartily rejoice inthe ftr. Sc. 
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Then follows the Apoſtles Creed, which is ſung 
by the whole Choir in one continued ſolemn and 
grave Tonc. 


is ſung in the ſame Tune by ſides ; and ſometime 
It 1s ſung to the Organ. 


-p- -_ 
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Whoſoever will be ſaved, &c, that he bold the "- arbolick 7 ES 


tate Prieſt, _Choir. 
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The Lord be = you, S with thy $pirir 
Choir, 
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Lord have mercy upon us. Our Father which art in Heaven, &c.þ 


P Choir. 
7 11 
O Lord ſhew thy-mercy upon us. Ard grant us thy Salvation, 
9... Choir, 
SS =SE====== 
O Lord fave the King. And 7 evelfully bear 1 us _—_ we call Pa 
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"EEEHEEE EE PEEEEFEESSs:| 
Indue thy Minitters with,{9c. 4nd mate thy chyjen people joyful. 
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O Lord fave thy Prople, And blejs thine, &c. Give pac: 


EEE] 


Upon Feſtivals, Athanaſius Creef 
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Choir. Prieſt 


"HHH: ett 


Bec auſe there is noe orber that fighteth,& c-O God make clean,6s, c. 
Choir, 
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EEE ter crenCoten { Ex] 


57 


{ And ute not thy bolySpirit from us. 


Upon the uſual Days that the Lirany is appointed 


"-Þ to be ſung, it is ſung by two of the Choir in'the 


EEE 


middle of the Church near the Bible-Desk, the 
whole Quire anſwering them to the firſt four Pe- 
titions in the ſame Tune and Words. 
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O Gol the Father,Sc. have mercy upon us,miſcrable ſinners. 


=== TIES AZZ 


O God the Son, &c, have mercy upon us miſcrab!= finners. 
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© holy, bleſſed, Gc. have mercy upon us milerable tinners- 
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Prief, 


SESESSEERES=z SDS =]: 


O Lamb of God that takelt away, "Te, Grant us thy pz — | 
Prief}. 


epprnrrrrmum free 


O Lamb of God that takeft away, Vc, Have Mercy upon us, 
Prieſt. Choir.. 
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S, Wr. Þ He Second Service is begun by the Prieft, who reads the 
Lord"; Prayer in one grave Tone, the deeper (if ftrong 
Z and audible) the better: Then the Colle betore the Com- 

pe } 10497 dmerts, and the Commandments Quire. 
-—= Wl ina higher: Tone, the whole Quire = 


/*3XC, Þ (if no finging to an Organ) an- HIZEEIEERED 

ſwering Lord have mercy upon us, Bo be to rbee 0 Lord, 

ty Þ &c. after each Commandment in H=T91$=$-S29T-2=2-= 
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them Þ Then the Prieſt reads the G lory be 10 thee 0 Lov: 
_ |F Prayzrs before the Epiſtle, the -+-+=3= +4 j 
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==Z If .the Fpiftle is done, and the Giſpe! Glory be 10 thee 0 Lord, 
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A. 3. Voc. Cantus. Antiphon. F. Playford 
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Thus Angels fing, and rhus ing we, to God on high all 
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Men his Favour ſhow, 


A. 3. Voc. Medins, l 
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© This Angels ſing, and thus ng we, to God on high all 
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Glory be: Let him on Earth-his Peace beſtow, and unto 
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Thus 22M ſing, and thusfing we, to Gol on high all 
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Glory he: Let him on Earth his Peace be tow, aad unto 
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AN 


INTRODUCTION 


To the Playing on the 


Baſs-Uol,&c. 


—— —— —— | 


HE Baſs-Vidl is uſually called the Vie 
de Gambo, or the Conſert-Vicl, becauſe 
the Muſick thereon is play'd from the 
Rules of the Gamut, and not as the 
Lyra-Viol, which is by Letters, or Tablature, Of 
this Viol de Gambo, there are three ſeveral ſizes, 
 Þ} one larger than-the gther, according to the Three 
| | Parts of Muſick ſer forth in the Gamur, viz. Treble» 
Viel, Tenor-Vaol, and Baſs -Viol. The Treble-Vaot plays 
the higheſt Part, ard its Leſſons are prick'd Þ 
the G /olreur Clitf & ; the Tenor-Viol, or midd 
Part, its Leflons are by the C ſoffaut Cliff F; and 
the Baſs-Viol, which is the largeRt, its Lellons ww 


- oa 
- 
, 
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by the F faut Cliff 9: Theſe three Viols agree in 
one manner of Tuning ; therefore I ſhall firlt give 
you Directions for Tuning the Baſs-Viol, which 
is uſually ſtrung with Six Strings, (as you may 
obſerve on the Figure facing the foregoing Page) 
which fix Strings are known by fix ſeveral 
Names; - the frſ#, which is the ſmalleſt, is called 
the Treble ; the ſecond, the Small Mean ; the third, 
the Great Mean ; the fourth, the Counter-Tenor ; the 
fifth, the Tenor, or Gamut-Strmg ; the ſixth, the Baſs. 
But if you'll Name them after they are Tur'd, 
(according to the Rule of the Gamut) the Treble 
String is D laſolre;, the Small Mean, Alamire ; 
the Great Mean, Elami ; the Counter-Tenor, C fant ; 
the Tenor or fifth String,” Gamnt ; and the ſixth or 
Baſs, Double D ſolve. Belonging to theſe ſix Strings, 
there are ſeven Frets or Stops on the . Neck of the 
Viel, which are pur for ſtopping the various Sounds 
according to the ſeveral Notes of the Gamnut, both 
flat and ſharp. For the more plain underſtanding 
of which, I have drawn an exact Table in Page 68, 
and 69, beginning with the loweſt Note on the 
ſixth String, and ſo aſcending to the higheſt on the 
firſt or Treble String. The perfeft underſtanding of 
which Treble, will much further you in the know- 
ledge of Tuning the Viol ; for which Tuning, 1 will 
give two Rules, one by Tablature or Letters, the 
other by the Gamut Rale : The firſt being the ea- 
fieſt way to a Beginner, whoſe Ear at firſt being 
not well acquainted with rhe exact Diſtances of 
Sounds the Strings are Turned in, may by this 
way uſe only one Sound, wiz. an Uniſon, Which 1s 


to make wo Strings (one of them being me 
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the other not) to agree in the ſame Sound : The 
Letters are Eight a, b,t,D.£,f,.L,h; 
ſeven of theſe are aſligned to the ſeven Frets on 
the Neck of the Vil. A is for the String open, 
B the firſt Fret, C the ſecond, D the third, E the 
fourth, Fthe fifth, G the ſixth, and H the ſe- 
venth, 


Example. 
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Open, Firſt, Second, Third, Fourth, Fifth, Sixth, 9th. Frer. 
When you begin to Tune, raiſe your Treble or 
{ſmalleſt String as high as conveniently it will bear 


ithout Þreaking ; then ſtop only your Second or 
mall Mean in F, and Tune it till it agree in Uni- 
m with your Treble open ; that done, ſtop your 
Third in F, and make it agree with your Second 
ppen, ; then ſtop your Fourth in E and make it 
agree with your Third open; then ſtop your 
Fifth in F, and make it agree with your Fourth 
open ; laſtly ſtop your Sixth in F, and make it 
agree to your Fifrh open. This being exactly 
done,. your will find your Vie! in Tune according 
to the Rwle of the Gam. 
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Example of Tuning by Letters. Fx, 
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Example of Tuning by Notes. 
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Dlaſolre. A lamire. Elami. C faut. Gamut. DD ſolre. 
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The other way of Tuning is by the Rule 0 
the Gamut, by Diſtances of Sounds, as in the fore 
going Example, thus : The Treble being raiſed * 
high as it will conveniently bear without breaking 
is called D /aſolre; then Tune your Second fout 
Notes lower, and it is Alamie; the Third fout 
Nores lower, is Elams ; the Fourth three Notes, 0 
a flat Third lower is Cfaut ; the Fifb four Note 
lower, is Gamut ; and the Sixth four Notes lower 
than the Fifth, is Double D ſolre. This is the mol 
uſual way of Tuning it ; yet there are ſome Lelfj » 
ſons do require it one Note lower, which if p,. 
Dauble C fawt, but that is very ſeldom, and 


1. NEEENES 
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Example of the NOTES aſcending and deſcending by 
Tablature and Notes, as they aſcend end deſcend on 
—Icb the ſeveral Frets or Stops. 
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_ Lel The Vid being thus Tuned, pradtice this 
Example of the Notes aſcending and deſcending, 

_ by it you will know chat the Vie is right 
uned., . 
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68 


Anexatt TABLE, direfing the Places if 
all the Notes, flat and ſharp, to every Ste 


An Introduftion to 


on the Baſs-Viol, according to the Gamut, 
beginning at the loweſt Note of the Baſs 6 
the Sixth String, aud aſcending to the highe; 
o# the Treble or Firſt String, 


SIXTH STRING. 
Open. Firſt Fret, 2d Fret. 3d Fret: 4th Fret, 


jan) 


_ 
Double D ſolre, D 


— — 
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flat. 


proper. 


#T 


D Elami, DD Elami, DD F faus DD Ffau, 


ſharp, 


FIFTH STRING. 
Open. Firſt Fret. 2d Fret. 


2d Fret. 4th Fret. 
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Gamut. Gamut ſhatp. Ave, 
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FOURTH STRING. 


Open. Firſt Free. 2d Free 23d Fret. 
3 Wn RR waM— Wy 09s 
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C fait, C f.ut ſharp, D ſolre, Elani fat. 


B mi flat. B mi proper. 


THIRD 
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THIRD STRING. 


ace 

ah. oye Firſt Fret. 2d Fret. 3d Fret. 4th Fret, 

Y Sto. cps 4-53 —=# Ft Ran 

amut, PR "E a 
_ - JN __ 

boy Elami, Ffaut, F fautſharp, G ſoireut. G ſolrews ſharp, 


SECOND STRING 


Open. Firſt Fret. 2d Fret. 3d Fret. 4th Free. 

_ bn *_ FP, 
—; od 
1 Fret, A—E _ 
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Alamire, B fabemi, B fabemi, C ſolf au, C ſolfaut, 


ou 


' flat. proper, ſharp, 
D Ffau FIRST STRING. 
h , 
"P» pen. Firſt Fret. 2d Frer. 2d Fret. 4th Fret. 5th Fret. 
= __ 
Fret. — :  — — —_— i 
nar = D lafolre, Elami flat, Elami, F faut, Ffaus ſharp, G ſolreur, 
wy ves BI 
Iroper 
It is uſual in Leſſons for the Baſs-Vio! to add a 
ixth Line above or below, if the Note require, or 
” o change the Cl;F when the Notes aſcend above 


) laſolre; the PraCtitioner ought therefore to be 
= Perfect in the C /ofaur Cl; on the midg!s : Lins, as 
— you ſee in the five laſt Notes of the Table: Atto, this 
— Example following mentions the Ag ;reement of 
'otes in both Cliffs, Baſs and Tenor, . 
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In this Example, the Notes prick*d in the Tenor 
Cliff, are the ſame with thoſe in the Boſs or F faut 
Ciitf, and are ſtop'd in the ſame places on the 
Viol, This I chought fit to mention, becauſe you 
will meet with the change of Cliffs in ſome of the 
following Leſſons. Next 

Obſerve, That in the foregoing Table the (#) 
Sharp before a Note makes it ſtopp'd a Fret low- 
er, and a (b) flat before a Note, makes it ſtopp'd 
a Fret higher ; for two Frets go to. one whole or 
perfect Note, as that Table doth diredt- Some- 
times you may ſee a ſharp before D ſore, then it is 
ftopp'd a Fret lower, which is the place of Elami 
flat; fo if a flat be ſet before Alamire, it is ſtopp'd 
a Fret higher, which is G ſolreut ſharp. The like 
of other flat or (harp Notes. 

Alſo, if a flat or a ſharp be ſet on Rule or in 
Space, at the beginning of any Line with the Cf, 
that fiat or ſharp, makes all the Notes which are 
on the ſame Rule or in Space, to be flat or fharp 
throngh the whole Leſſon. 
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TREBLE-/IOTL. 


Heſe Dire;ons for the Baſs Viol do alſo ſerve 

the Treble-Viol, which is ſtrung with ſix Strings, 

and Tuned in the ſame manner, only eight Notes 

higher : G ſolreut on the Treble is the Eighth above 

G ſolreut on the Baſs, being ſtopp'd on the ſame 

String and Fret with the Baſs ; and fo other Notes 
accordingly. 


Example of Tuning. 


1 Strivg. 2 String, 3 Swing, 4 Sewing. 5 String, 6 String. 
[—0T 1 G S-Tt 
ESSESS | 


Dlaſol. Alamire. Elami C ſolfaur. G ſolreut, D Iafolre, 


TENOR-VIOL: 


HE Tenor-Viol is an excellent Inward Part,and 

much us'd in Conſort, eſpecially in Phamaſies 
and Ayres of 3, 4, 5, and 6 Parts. The Tuning 
of it is the ſame with the Baſs and Treble tor the 
diſtance of Sound between each String ; but being 
an Inward Part between both, its Tuning is four 
Notes higher than the Baſs, and five Notes lower 
than the Treble ; its Firſ# or Treble String is Tuned 
to G ſolreus on the third String of the Treble-Vi! ; 
its ſecond four Notes lower, which is D /aſoire ; 
the third four Notes lower, is A lamive ; the fourth 
three Notes (or a flat Third) lower, is Ffaw; the 


F 4 fifth 
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ffib four Notes lower than it, is Cfawt; and the 
ſixth tour Notes lower than the fifth, is Gamnt; 
which is anſwerable to the Gamut on the Baſs-Viol, 


Example. 


1 String, 2 String. 3 String. 4 String. hers. 6 String, 
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G ' ſol reut, D lafolre. Alamire, F faut, C faut, 'Gamut, 
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Some General Rules for the VIOTL. 


Here are Three ſorts of Baſs Vols, as there ar 
Three m: anner of Ways in Playing. 

1. A Ba{3-Vid! for Conſort, muſt be one of the 
largelt fizc, and che Strings proportionable. 

2. A Baſs-Vio! for Diviſions, of a leſs 11ze, and the 
Strings according. 

A Baſs-Vidl to play Lyra-way, (that is, by 
- Tablature) lomewhat leſs than the two former, and 
the Strings proportionable. 

4. In the Choice of your Vol Bow, let it be pro- 
portion'd to the Vzol you uſe ; and let the Hair be 
Jaid (tiff, and the Bow not too heavy, nor too long. 

5. In holding your Vl, obſerve this Rule : Place 
it gently between your Knees, reſting the lower 
end thereof upon the Calves of your Legs, and 
Jer your Feet reſt flat on the Ground, your Toes 
rurned a little outward, and let the top of your 
Yo lean towards your left Shoulder, 

6. In holding of your Bow, obſerve this Rue: 
Hold the Bow berwixt the ends of your n_— 
an 
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and Fore-Finger an Inch below the Nur, the 
Thumb and Fore-Finger reſting on the Wood, the 
ends of your ſecond and third Fingers ſtay\4 upon 
the Hair, by which you may poiſe and keep up 
your Bow. Your Bow being thus fix*d you muſt 
draw it over one String, and then over another, 
in a right Angle, about 2 or 3 Inches above the 
Bridge, making cach ſeveral String yield a clear 
Sound without touching the other. 

7, In the Poſture of your left Hand, obſerve this 
Rule: Place your Thumb on the back of the Neck, 
and oppoſite to the Fore-Finger, ſo that when 
your Fingers are to reſt on the ſeveral Stops or 
Frets, your Hand may have liberty to move up 
and down as occaſion ſhall require. And in the 
ſtopping, obſerve, That when you ſet any Finger 
down let it not be juſt upon the Fret, bur cloſe to 
it, bearing it hard down with your Finger end, and 
let it reſt there till you have occaſion to move it ; 
be ſure not to liſt your Fingers to ohigh, but keep 
them in an even diſtance to the Frets, that they 
may paſs the more readily from Fret to Frert. 

8. The Rule for True Fingering, is, Whicre you 
$kipa Frer, there to leave a Finger; and when 
you have high Notes, (that is, fuch as go longer 
than. the Frets) they are always to be ſtopp'd 
either with the third or fourth Finger, by fhift- 
ing the Fingers lower ; if with the third, then 
the firſt and ſecond Fingers are ready to ſtop the 
two next Notes, either aſcending or «deſcending 
from it : But if the higheſt Note be ſtopp'd with 
the fourth Finger, then the Note under it 1$ 
ſtopp'd either With the third or ſecond Finger, 

aCcorcing 
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according as it is either flat or ſharp; if Sharp, the 
third ; if Flat, the ſecond. But whether the high» 
eſt Note be ftopp'd with the third or fourth Fin- 
ger,the third below it muſt be ſtopp*d with the firſt 
Finger, which is ever as a Guide to the rwo Notes 
above it, Laſtiy, when two Nores, which follow one 
another, are {iopp'd with the ſame Finger remov*d, 
K is to prepare the other Fingers to the fore-men- 
tioned Poſture, or to remove them to ſome other 
place. This order of Fiygering,diretts the whole Fin- 
ger-board, (in ſtopping three Notes which follow 
upon any one String) with this Provsſo; Where Stops 
are wide, the fourth or little Finger is of more ule 
when iowcr dowr, where the Stops do fall more 
Cloſe, 

9. In the moving your Bow, obſerve this Rule : 
When you fee an even Number of Luavers or Semi- 
guavers, as 2, 4, 6, or 8, tied together, you muſt 
begin with your Bow forward, tho the Bow be 
drawn forward the-Note before; but ifthe Number 
be odd, as 3, 5, or 7, (which is by reaſon of a Prick'd 
Note, or an odd .2uaver Reſt) then the firſt Note 
muſt be play*d with the Bow drawn backward. 

Laſtly, in the Practice of any Leſſon, Play it 
ſlow at firſt, and by often Practice, it will bring 
your Hand to a more ſwift motion. 

And now your VIO L being Tuned according 
co the foregoing Directions, I have here following 
ſet down a few Leſſons for to begin with ; and 
over the Notes | have fer Figures, to direct with 
what Fmgers to ſtopthem; 1, 2, 3, 4, isſer for firſt 
ſecond, third, and fourth Fingers ; thoſe which have, 
no Figwes over them, are the Strings open, 

For 
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For the uſual Graces, the Shake is the principal ; 
of which there are two, the Cloſe Shake, and ric 
Open Shake; the Cloſe Shake, is when you ſtop wich 
your firſt Finger on the firſt Frer, and ſhake with 
your ſecond Finger as cloſe to it as you can; the 
Open Shake, is when you ſtop with your firſt Finger 
on the firſt Fret, and ſhake with your third Finger 
on the third Fret : This obferve in all Stops whatſo- 
ever. For other Graces, as Double Reliſhes, Backfalls, 
&c. I refer you to the Table of the ſeveral Graces, in 
my Dire&ions for the Treble-Violm, p 89. Which are 
proper alſo to the Baſs-Viol. 
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A Preludium. 
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INTRODUCTION 


To the Playing on the 


Treble-Uiolin, 


—_— 


= 


S1NL1] 


Wiivi = 
_—y 7 uu 


HE Treble-Viol is a cheerful and ſprightely 
Inſtrument, and much pract =d of late, 
ſome by Book, and ſome withont ; which 
of theſe two is the beſt way, may eaſily 

be reſolved : To learn to play by Rote or Ear, 
without Book, is the way never to Play more than 
what may be gair'd by hearing another Play, which 
way ſoon be forgot ; but on the contrary, he which 

G Learns 
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Learns and Practiſes by Book, according to the 
Gamwut, (which is the True Rule for Muſick) fails 
not after he comes to be perfect in thoſe Rules, 
which guide him to Play more than ever he was 
Taught or Heard, and alſo to play his Part in 
Conſort, which the other cannever be capable of. 


—————_—_ — ee 


Direttions for Tuning the V I OLIN. 


+ þ HE Violm is uſually ſtrung with four Strings, 
and Tuned by. Fjf;hs. For the more plain 
and eaſie underſtanding of it, and ſtopping all 
Notes in their right Places, and Tune, *twill be ne- 
Cttlary, that there be plac'd on the Neck or Finger- 
board of your Violm, ſix Frets, as *tis on a Viol : This 
(tho *cis not uſual, yet) is the beit and eaſieſt way 
for a Beginner, who has a bad Ear, for thoſe Frets 
are a ccit4in and dirt Rule to guide him to ſtop 
all his N.rzs in exat Tune; where as, thoſe which 
learn without, ſeldom have at firſt ſo good an 
Ear, as to ſt5p all Notes in perfet Tune. Therefore 
tor the better underitanding thereof, in this follow- 
Ing 7xample is allign'd to thoſe fix Frets on the Fin- 
ger-vcard, 11x Letters of the Aiphabet in their order : 
The firſt Fret is b, the ſecond c the third d, the 
foirch e, the fifth f, and the ſixch g: @ 1s not aſflign'd 
to any Fret, but is the String open. 


lo JED fOrummmmes fo E273 E I” 

2, SN:1l Meat. T | d C | 9 

3. Great Mean- | X &@' S E £ | .9 || 

fo Bafberoommmme ePITIALELELES 
4 6 
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In this Example, you have the Names of the four 


Strings, With the Letters ailign?d to each Fre:, 
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The Scale of MUSICK oz the 
Four Strings of the TREBLE- 
VIOLIN, expreſſed by Letters 
and Notes. = 


Firſt String, or Treble. Second, or Small Mean. 
abrdEft 9 


[ 


L 
bf IP ahiocf 9 
c—_—_ ally + 5b ——_ | _—_ 
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Third, or Great Mean. Fourth String, or Baſs: 
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This Example doth dirett the Places of all the 
Netes, flat and ſharp, each Note being plac'd under 
the Letter, according to their ſeveral Stops upon 
each String diſtin&tly, beginning at the loweſt 
Note on the Baſs, or Fourth String, and — 
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up to the higheſt on the Treble, or Firſt String, ac: 
cording to the Scale or Gamut : In which you may 
alſo obſerve, That the Leſſons for the Violin by 
Letters, are prick'd on four Lines according to the 
four ſeveral Strings, but Leſſons by Notes are priced 
upon ve Lines, as appears in the Example above. 

For the Twning of the Vislim is uſually by Fifths, 
that is, five Notes diſtance betwixt each String ; 
which according to the Scale or Gamut, the Baſs 
or fourth String, is calPd Gſolreut ; the third or Great 
Mean, D laſolre ; the ſecond or Small Mean, Alamire ; 
the firſs or Treble, Ela; as in the following Ex- 
ample. 

The firſt Note of each String is upon &, and is 
known by this Mark * over each of thoſe Notes. 


Example of the Tuning, as the five Netes aſcend cn each 
of the four Strings, beginning on the Baſs or Fourth 
String. 


X & - 
aan abdf 
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gth String, o2dSering, 24 String, Firſt String, 
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1V Alſo, for a Beginner to Tune by Eighths, will 
by | be eafier than by Fifths, if his Valin be fretted; to 
he | begin which, he muit wind up his frft, or Treble 
51 | String as high as it will bear, then fop it inf, and 
| Tune his ſecond an Eighth below it ; then ffop the 
bs, | ſecond in f, and Tune the ;hird an Eighth under it ; 
pg; | then op the third in f, and Tune the fourth an 
a(s | Eighth below that ; and fo your Strings will be in 
eat | pcrfect Tune, 


e; 
1X» 
. Example of Tuning by Fifths and Eighths. 
By Fifths, By Eighths. 
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Another Scale for the VIOLIN, Direfing the 
Places of the Notes on each String, and the Stops 
by each Fmger. 


FIRST STRING: 


Open, Firſt Finger, 2d Finger, 23d Finger. 


— —_—— 


7 ins ” 
G yolreut, Alamare, 
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SECOND STRING. 


Open. Firſt Finger, 24 Finger. 3d Finger, 
—__— —_— cc ww —_—— — — een - 
Alaire, B javemi, C ſolf z. Dl2jol. 


THIRD STRING. 


Open- Firſt Finger. 24d. Finger. 23d Finger. 
—_ REC ROO Do RO  — _ o— ——t — —_ — 
wy ——_— ene 4 1 
E9—— — 
' — — — — —— 
D 1lijoire, Eams, F f wut. G ſolreut, 


FOURTH STRING 


Open. Firſt Finger. 2d Finger. 2d Pinger. 
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Sw RA aL Hue GU J opt 
| ©7000 Ir Watt ANGIE vgs I ES 
— _—_— __ __ __ _ "ag 
Gſo;reus, Alamire, B fabemi, C ſol} aut, 


Having 


Har 
[jolm, 
the 7 
both | 

The 
Treble, 
The ( 
ſomet 


be ſet 
for thi 
have 

Inſtru 
their. 
down 


of thi: 


the 


the Treble Violin, 97 

Having thus given you the Tunmng of the Treb!e- 
[im, it will be very nec:tlary here ro {vt down 
the Tuning of the Tency and Bajs-Vio:;m, bei Joy 
both uſed in Conforr. 

The Tenor or 4:an, is a larger 1%; than the 
Treble, and is Tuned feve Notes lower than it : 
The Cl is ſometimes put on the middle, ard 
ſometimes on the ſecond Line. 


Exam ple. 


Tuning the TENOR-VIOLIN. 


Firſt String, 2d String. 3d String, gth String, 


Alamire, D l:ſolre, G ſfolreut, C faut, 
Tuning the BASS-VIOLIN, 


Firſt String, 2d String 23d String. 4th String, 
- 0 @: comet nmnncennnmne i _ —— 
OY | mee MPgM——s 6 = == 
m—_—__ OO = ———  . -- . — ——— 7 | — a « as. 
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G ſolreut, C faut, Double F faut, Double B mi, 


Thus I have (after the plaineſt Methods could 
be ſet down) given you ſeveral Rules and Diret/zons 
for the Treble-Vidlin by way of Fretmg, which I 
have known uſed by Eminent Teachers on this 
Inſtrument, as the moſt facile and eafie to Initiate 
their Scholars; and alſo Direzons for Pricking 
down Leflons in Letters: Yet I do not approve 
of this way of Playing by Letters, fave only as 4 
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Guide to Young Practitioners, to bring them the 
more readily to know all the Stops and places of 
the Notes, both flat and ſharp, and being perfe& 
therein, to lay the Uſe of Letters aſide, and keep 
to their Praftice by Notes and Rules of the Gamnt 
only : For this Reaſon, I have added ſome few 
Leſſons both ways, that after you can play them by 
Letters, you may play the ſame again by Notes. 


YP Thoſe that defire more Leſſons for this Inſtrument, I refet 
20 the Firſt and Second Parts of Apollo's Banquet, containing 
the Newef#t Tunes for the Violin, with the moſt uſual French 
Davces uſed at Court and Drncing-Sckools: And :Iſo in the 
Dancing-Maſter 3 Both which are now doivg in the New Tied- 
Note, with additions being both more compleat than ever, 
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Some General Rules for the Treble-Violin. 


Ir#, The Violin is uſually play*d above-band, the 
. Neck thereof being held by the left Hand, the 
lower Parr muſt be reſted on the lefr Breaſt, a little 
below the Shoulder. The Bow is held in the right 
Hand, between the ends of the Thumb and the 3 
Fingers, the Thumb being ſtay*d upon the Hair at 
the Nur, and the 3 Fingers reſting upon the Wood, 
Your Bow being thus fix*d, you are firſt to draw 
an even Stroak over each String ſeverally, making 
each S:rmg yield a clear and dittinct Sound. 
Second'y, For the poſture of your left Hand, place 
your Thumb on the back of the Neck, oppoſite to 
your Fore-Finder, ſo will your Fingers have the 
more liberty tro move up and down on the ſeveral 


StOPS. 
Thirdly, 


Thar, 
ions ; 
deritar 
Violen | 
you sk 
EVCTY , 
tO c, 18 
Norte : 
ry, to 
which 
_ Fom 
reach 
YOu al 
Notes 
ger, an 

Fift, 
obſery 
of Nu; 
togeth 
at the 
an od: 
Ofren | 
Ret) 
at en 

La, 


J 
þ 


' x © 
3 tiki. 


x [1 
14nd 


the Treble-Violin. 99 


Thirdly, For true Fingering, obſerve theſe Dire- 
Fions ; (which will appear more cali? to your Un. 
der{tanding, if in your firſt Practice you have your 
Vulm Fretted, as is before men —_— that where 
you $Kip a Free or Stop, there to leave a Finger, for 
every Stop is but half a Tone or No ne; for trom 6 
tO c, 18 bu: half a Note ; but from b to 4, is a whole 
Note: therefore the leavine of a Firger, 1s necetli- 
ry, to bein read:in<'s —_ half Notes happen, 


: » - _ | 
WhiCh 1s by Flats __ _ 
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Fourthly, When vo any high Notcs which 
reach iowecr than your uſual Irets, Or OS: PS3 th-re 
you are to ſhife your Fingers; if there be but two 
Notes, then the fir!t is xk with the ſecond Fin- 
zer, and the reft by rhe next Fingers, 

Fifthly, in the moving your Bow up and dow 
obſerve this Rxie: Vihen von fee an even —__—_ 
of Luavers and SemiquavnFs, a5 2, 4, 6, Or S, tied 
together, your Bow mnt move up, thi ) It Was Vp 
at the Note immediately before ; bur if you have 
an 064 Number, as 2, 5,07 7, (which happens very 
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Short TUNES for the TxeBLE VIOLIN, 
by Letters and Notes. 
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« £& Note: In all theſe Leſſons by Letters, the Time 

2; is not put over every Letter; but if a Crotchet be 

| over any Letter, the following Letters are to be Crot- 
chets alſo, till you ſee the Note chang'd : And the like 
is to be obſerey/d in other Notes. 
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AN 


INTRODUCTION 


TO IHE 


Art of Delcant: 


Compoſing Muſick :n Parts. 


USICK is an Art of expreſling perfect 
Harmony, either by Voice or Inſtrument ; 
which Harmony ariſeth from well-caken 

Concords and Diſcords. 

In the Scale or Gamut there are ſeven Notes, 
G6, 4A,B,C,D, E, F. for their Eighths are the ſame 
in nature of Sound, Of theſe ſeven, ſome are 
called Cords or Concords, and others Diſcords. 

The Covcords are four in Number, (/:z.) an 
Uniſon, a Third, a Fifth, and a Sixth. 

The Dyſcords are three in Number, ( Viz.) 4 
Second, a Fourth, and a Stwenth. 

The 7hird, Fifth and Sixth, are either Perfef, or 
ImperfefF. The Imperfett is leſs than the Perfets by 
half a Note : As, H 4 A 
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A Third Minry includes four half Nantes; 
A Third Major includes five haif Notes. 
A Sixth Mmor includes nine half Notes. 
A Sixth Major includes ten half Notes. 


Diſcords, 
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perfe& Cords and 
Diſcords, With 
their Offjave, 
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to avoid it with che Sixth, 
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er end a Piece of MUSICHK: The fame 


ts With either of the Perfe& Corde you may begin 
| with the Third, which is an Jeperfett ; but be ſure 
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In Compoſing of two or more Parts, the Parts 
do either ſtand ſtill ; as, 
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_ Or, they both aſcend together ; as, 
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Or, the one doth aſcend, and the other de. 


The following RULES will dire, how the 
Con-cords are to be taken or applied every one of 
theſe ways. 

: Rule 1. 

You may have as many Thirds, Fifths, Sixths, 
and Eights, as you pleaſe ſtanding. 


Rule II. 
When one Part ftandeth till, and the other 
moves , the moving Part may move to any 
Concords ; as, 
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Rule 11. 


When two or more Parts aſcend or deſcend 
together, they aſcend or deſcend either Gra- 
dually, or by Intervals; 

if 
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If they aſcend or deſcend Graduſly, they do 
move by Thirds: You may have as many Third; as 
you pleaſe; as, 
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Or, aſcend or deſcend by Sixths ; as, 
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Take no more than two or three Sixths : Or, 
they move by a Fifth or a Sixth; as, 
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You may have as many Notes as you pleaſe. 
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If two Parts aſcend by Intervals, then you may 


move 
Uniſon, Third, or Sixth. 
Third Third, or Sixth. 
From 2 Fifth, OA Third, or Sixth. 
Sixth, Third, or Sixih. 
Rule IV. 


If two Parts do aſcend together Gradually, 
then as in the Third Rwle : If by Intervals, you 
mutt move 


—_— Third or Sixth. 
Third, Third, or Fifth, or Sixth. 
From a Fifth - Third, or Sixth. 
Sixth. Third, or Sixth. 
Rule V. 


{f two Parts do move diverſly, as one aſcend- 
ing, and the other deſcending ; then thus, 
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Or, upon the Third: Your Baſs muſt begin in 
the ſame Key, and end in the ſame Key. 


An Uniſon is good, ſo it be in a Minim or 
Crorebet ; but it is better if the one hold, and wn 
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other be going. Two Eights aſcending or deſcend- 
ing together is not lawful ; nor ewo Fifths, unleſs 
one be the Major, and the other the Mmeor Fifth. 


The Tſe of Diſcords on Holding-Notes. 


Rule I. 
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Of tating DISCORDS. 


Diſcords are either taken by way ef Paſs, or 
Binding. 
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So thus you ſee, a Diſcord is plac'd between 
ewo Concords. 
Rule II. 


A Diſcord is bound three ſeveral ways ; firſt, be- 
tween the Third, and ſome other Concord ; As, 
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The firſt Note of the Upper Parts may be any 
Cord to the Baſs, the ſecond Note of the Upper Part 
mult be a Third to the Baſs, the third Note muſt 
be a Second to the Baſs, the laſt Part of a third 
Note muſt be a Third to the Bei, and the cloling 
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or fourth Note muſt be a Third or an Fighth to 
the Baſs, as in the foregoing Example. 

The firſt Note of the Baſs may be any Concord 
to the Upper Part, the firſt Part of the ſecond 
Note of the Baſs muſt be a Third to the ſecond 
Note of the Treble or Upper Parr. 

The laſt Part of the ſecond Nete of the Baſs 
muſt be a Second to the Upper Part, the third 
Note of the Baſs muſt be aT/#d to the ſecond 
Part of the third Note of the Treble, and Cioſe 
as in the foregoing Example. 

This Binding is ſeldom taken in a Cloſe in 
more Parts then two ; but in the riddle of a 
Leſſen it is to be taken as often as you ſhall ſee 
occaſion. This Binding is ſcldom or never taken 
in other Notes than in this Exampie. 


Rule VII. 
The third way of taking a Diſcord by way of 
Binding, is, When the Fourth is taken between 
Thirds ; as in the following Example. 


| 
—J--——j-0-$j--4--- 2 Lil l 
ww ee Py —_ | ys 
DD MCEFPRC_CITIN 
ER TT As ——— 
= BER in 
I IE OP 9 —— 47 

_—_— —_—_—_—_ — 

. HB —Ot———————=+ 


So that you ſee the Diſcords are thus taken, (viz.) 
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The firſt Note of the Upper Part may be any Note 
t9 
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eo the Baſs, the ſecond Noe of the Upper Part moſt 
be a Fourth to the Baſs, the eighth Note of the Up- 
per Part muſt be a Third to the Baſs, and the Cloſe 
muſt be an Eighth, or a Third, as in the Example. 
This Cloſe may be uſed in any part of a Leſſoy 
of two or more Parts, either beginning, middle, or 
ending, but ſeldom to be omitted in the ending of 


a Leſſon. 


longeror ſhorter Notes then in the Example, 


Rule IV. 


This Cloſe is ſeldom or never taken in 


The fourth way of taking a Diſcord by way 
of Binding, is, when the Sevemb 1s taken between 


the Sixth and Eighth ; as, 
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Rule V. 

The fifth way 
Binding, is, when 
Third and Eighth ; as, 


of taking a Diſcord by way of 
the Nmth is taken between the 
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Sevaral Examples of taking Diſcords elegantly. 
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An Example of taking the Greater Fourth, 
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An Example of taking two Sevenths in two Parts. 
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In this Example, you may obſerve the exact 
Method of taking two Sevenths together in what- 
loever Key you ſhall Compole in, with this Allow- 
ance, Thar rwo Major Sevenths together is not good, 
but rwo Minor Sevenths together is allowable: Alſo, 
if you take rwo Sevenths, fo the one be Minor and 
che other Major, it 1s allow'd, but be ſure the Mmor 

} ie (ct befor@rhe Major, as you ſe in the Example. 
Exam- 
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Example of Cadences and Bindings in three Parts, 
with the Cords and Diſcords Figur*d as the Up- 
per Parts ſtand to the Baſs. 
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Obſerve, That when you make a Cloſe, the Baſs 
muſt always fall a Fifth, or riſe a Fourth: And your 
Upper Part muſt begin in the Uniſon, Third, or Fifth. 


An Example of the uſual! Cadences or Cloſes 


of two Parts. 
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RULES of Riſing axd Fallign one with another, 


It is not good to riſe or fall with the Baſs from 
a Twelfth or Fifth unto an Eighth, or from an 


Eighth unto a Twelfth or Fifth, 


Example, 
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It is not good to riſe with the Baſs from a Sixth 
unto an Ezgbth, neither is it good to fall with 
the Baſs from an Eighth unto a Sixth. 


Example. 
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It js not good to riſe from a Fifth to an Eighth, 


nor from an Eighth to a Fifth. 
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Of the Paſſage of the Concords. 


Two Fifths or two Eighths are not allowed toge” 
ther, either r:/ig or falmg, eſpecially in two Parts. 
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, The pat ling from a Fifth to an Eighth, or from 
an E;-nth to a Fifth, may be allowable, ſo the upper 
Part move but one degree of a Perfect Cord. 

As for Thirds and Sixths (which are Imperfect 
Cords,) 'wo, three or more of them, aſcending or 
deſcending together, are allowable. 

It :s gord, and uſiial, to change from any one to 
any oiher diffrent: - Cord, when any one of the Parts 
keeps its piace ; but two Perfee? Cords aſcendir.g or 
deicending is not allow 'd, unleſs it bein Compoling 
of Tire, Four, or Five Parts. 


E::ample o® Cords not allow'd in few Parts. 
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In this Example, Ffaut Sharp in the Baſs intro- 
duces B fabemi Flac in the Treble very properly and 
well; but the next where Ffaut is flat in the Baſs, 
and Bſharp the following Note in the Treble, *cis very 
Intarmonical, therefore to be avoided, for you will 
ſeldom meet with two full Thirds, either aſcending 
or deſcending, unleſs it be to prepare for a Cloſe. 

Note, That in few Parts Imperfe&# Cords are more 
pleaſant and lefs cloying to the Ear than many Per- 
fe Cords, eſpecially in two Parts where Eighths 
and F:;ſrhs are leſt to be uſed, unleſs at the beginning 
or ending of a Piece of Compoſition, where Parts 
move contrary, on? aſcending, the other deſcending. 

Formerly they uſed toCompoſe from the Baſs, but 
Modern Authors Compoſe to the Treble when they 
make Counterpoint or Baſſes to Tunes or Songs. 


As for Example. 
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Obſerve this always in Counterpoint, to avoid 
Tautology in ſetting a Baſs to a Treble, and let 
it be as Formal and Airy as the Treble will ad- 
mit. 

Let us a little examine this laſt Example. 
And now ſuppoſing there were no Baſs to the 
Treble, try Note by Note which is the propereſt 
Cord tt) each. 

For the Firſt Note, you muſt certainly have an 
Eighth, becauſe it relates to the Key it is com- 
poſed in. 

For the Second, you have only two Cords to 
cauſe (wiz) the Sexth, and Third ; the Fifth you 
mult not uſe, becauſe tis expected to the Note 
following to make a Third, therefore to be 
avoided, leſt you are guilty of that Tautology 
before-mention'd, and beſides, there is not thar 
Form and Variety which is required in few 
Parts; and an Eighth you cannot uſe neither, 
becauſe you run either into the Error of two 
Eighthbs together if you aſcend , or of cloying 
the Ear with too many Perfe# Cords if you de- 
icend, therefore theThyd or Sixth is the only 
Cords you can uſe : Of theſe, the Sixth is much 
the belt, for two Reaſons ; Firſt, you move by 
contrary Motion to the Baſs, Which is an Ele- 
gancy m two Parts; in the next place, you in- 
troduce the next Note more Harmonically with 
rhe Sixth, than you can with the Third but the 
Sixth muſt be ſharp, becauſe it has a nearer affirity 

to the Ke y. 

The Third Note has a Third , which is generally 
the conſequence of a Sixth. = 
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The Fourth Note cannot have a Sixtb, becin(e 
of Tautology, it being the ſame as the Third 
before ; the Major Fifth is not good, becan'e it 
haz no relation to the Key ; the Miner Fj:5 can 
not do, by reaſon the following Note of the 
Treble does not move to the half Note below, 
which is the conſtant Rule, of a falſe Fifth to 
introduce a Third ; an Eighth is not ſo well, be- 
cauſe that is to be avoided as frequently as you 
can y two Parts, therefore the Third in the beſt 
Cord. 

The Fifth Note cannot have an Eighth, be- 
cauſe *tis the ſame Note as the former ; a Third 
is not ſo well, by reaſan you do not obſerve the 
Rule of contrary Motions, in aſcending when 
the other deſends. and then you have had 
Thirds to the other two laſt Notes; therefore, 
for Variety, a full Cord is beſt, and conſe- 
qnentlys the Fiſth to be preferred before che 
Sexth. 

The Sixth Note cannot have an Eighth be- 
cauſe *tis the ſame Note as the former; a Fifth is 
not good , and for fear of two Fifibs together, 
a Sixth or Third arc the only Cords, of which 
| eſteem the Third beſt, following the Rule of 
contrary Motions. 

The Seventh Note cannot have an Eighth, by 
reaſon *cis the ſame with the other ; neither a 
Fifth, becauſe it makes no preparation for the 
next Note, therefore a Sixth or Third is the pro- 
pereſt Cords, of which, the Third, in my Opi- 
nion, is beſt ; for if you take the Sixth, it mult be 


ſrarp, and ſo make a Third to the following Note, 
which 
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which is what was done before in the firſt Bar, 
and for that reaſon to be omitted. 

To the Eighth Note, ard Fifth cannot be made, 
becauſe the jame as before ; a Third not fo well, 
becauſe you do not obſerve the Rnle of contrary 
Motions ; a Sixth not ſo good, beauſe *ris what 
muſt be uſed in the next Bar to make a Cadence, 
therefore the Fifth is beſt. 

The Ninth Note cannot be a Sixth ſo properly, 
becauſe *s the ſame with the former Note ; a 
Third is rot fo well, by reaſon the fall or rifng 
to it is Inharmorical ; the Fifth is beſt, having had 
a Fifth to the Note before, therefore the Eighth 
is the beſt Note. - 

The Tenth Note a Sixth muſt rot be made to, 
it being the ſame as befo;2; a Third not fo wcll, 
becauſe it muſt be ſharp, and that 1s not gradual 
to riſe to, and if yor f-i]l to it, you contradict 
the Rule of contrary Aintions ; tbo? the Cord is 
good, yet I think it tot fo formal as the other, 
Which is the Fi, 

The Eleventh Nite requires a Th:7d more pro- 
erly than anv other Cc,:d, for ti» $:x.5 wenld 
e the fame wirh the. for22Hing Noe and fol. 

lowing , which muſt be to wake a Clif; the 
Eighth not well, becauſ: fo mary Pf: 
Cords are nat well, ( as *tis b:fore obſer d; ) 
a Fifth is Irr-zular, the Nute before being a Fifth, 
which ſhews a 7hid is bef. 

The two laſt Neres are rclating to the Cadence, 
therefore have a certaine Rule. 


Having 
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Having obſerved theſe Ryles for making a For- 
mal or Regular Baſs to a Treble, the next Thing 
to Treat of is the Keys. 


There are but Two Keys in Muſick, ( viz.) a 
Flat, and a Sharp ; not in relation to the Place 
where the Firſt or Laſt Note in a Piece of Muſick 
ſtands, but the Thirds above that Note. To di- 
ſtinguiſh your Key accordingly, you muſt examine 
whether the Third be ſharp or Flat, therefore the 
firſt Keys for a Learner to Compoſe in ought to 
be the two Natural Keys, which are, Are and 
C faut, the firſt the Leſler, the laſt the Greater 
Third ; from theſe, all the other are formed, by 
adding cither Flats or Sharps. When this is well 
digeſted, you muſt procced to know what orher 
Cloſes are proper to cach Key. 

To a flat Key, the Principal is the Key it ſelf, 
the next in Dignity the Fifth above, and after 
that the Third and Seventh above, 


Example. 

I = IP 4 f io 
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Key, oth. 
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24. 7th. Key. 


"To a ſharp Key, the Key it ſelf firſt, the Fifrb 
above, aid, in ſtead of the Third and Seventh, 
(which 
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(which are not ſo proper in a ſharp Key,) the 
Sixth and Secarnd above. 


Example. 
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EV a 1 [ —TeF 
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Theſe Examples are placed in the two open 
Keys ro make it plainer, but tranſpoſe them into 
any other, they have the ſame Effect ; in apply- 
ing of which Cloſes, yon may uſe them promil- 
cuouſly as you pleaſe, only with this Caution, 
* That you have rcgard to good Ayre. 

There are ſome other Things to be obſerved 
in making a Baſs to a Treble, which ſhall be the 
next Thing ſpoken of relating to Fuge. 


Of FUGE, of POINTING. 


A Fuge is, when one Part leads one, two, 
three, four or more Notes, and the other re- 
peats the ſame in the Uniſon, or ſuch like in me 
Ofave, a Four:h or Fifth above or below the 
Leading Part. 


«& Not: Under what ſoever Note you find thi , 
Mark x, the Fuge begins. 


Exam” 


the Art of Deſcant. 
Example. 
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Obſerve in this Fxample, that the Treble riſes 
a Fifth, and the Baſs but a Fowrth, which is done, 
becauſe it relates more to the Key than riſing a 
Fifth, So all Fuges of this nature are to be ma- 
nagd, if done Maſtery. 


More to the ſame purpoſe. 
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Baſs riſes 8 5th, Baſs riſes @ 4th. 


There 
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There is a nother diminutive ſort of Fugeing, 
IH. called, Imitation or Reports ; Which is, when you be- 
'* . gin Counterpoint, and anſwer the Treble in ſome few 
Noxes, as you find occaſion when you ſet a Baſs to 
it, 


As for Example. 
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In the fourth, fifth and ſixth Bar of the Boſs, it 
imitates the Treble. 


The third fort of Fugeing is called, A Doubl: 
Fuge ; which is when one Part leads a Point, and 
the following Part comes in with another, on 

"I 


ſo th 
follov 
the fc 


the Art of Deſcant. ;- 
ng, | ſo the Parts change, as you mzy obſerve in the 

be- | following Examplc, wherein | have made ufe of 

few | the former Point, and added another to it. 


Example. 
N [4 a ]_ 

Ss. ro — _—— — 
|= Ep 

a5 _ _— — 
—= 0 = ; 

Double Fuge. Mo” / 

_ C1 _— — 

—b ++ Wn] Mx 
YN [CY = _ Pr y—y—_—_—__—__—_—— 

=_ —— _ -_—ee{_—g-— 

/ 

SM 90 ALY 

— _ "Y p/n 
= |= TH — 
= + | þ —_ 6 f — - ——_ 

/ F 
_ F - —f| —_—_—_ 
— bo a —_— 
= » J _ =_ mo 
i ET + i++ — 
_ = lt [ H—_ bb ——H— 


Y 


it The fourth manner of Fugeing is called Per 
Arſm & Theſe, which admits of great Variety ; 
and that 1s, when a Leading Part aſcends, the 0- 
He | ther deſcends exattly the fame Notes, I have 
nd | Made uſe of the foregoing Fuge, that it may be 
more eaſie to a Lerner. 4 


An Intredufion to 


Ms for Example. 
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A fifth ſort of Fugeing is call'd per Augmen- 
ration ; that is, if the Leading Part Crotchets, 
Luevers, or any other Notes in length, the fol- 
lowing Part is augmented, and made as long 
again as the Leading Pare. The following Ex- 
ample will explain it, which is contriv'd upon 
the ſame Fuge. 
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Ms for Example. 
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A fifth ſort of Fugeing is call'd per Augmen- 
ration ; that is, if the Leading Part Crotchets, 
Luavers, or any other Notes in length, the fol- 
lowing Part is augmented, and made as long 
again as the Leading Part. The following Ex- 
ample will explain it, which is contrived upon 
the ſame Fupe, 


Exams 
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You may augment your Point to double or 
treble the length of your Leading Part, as you 
find occaſion, or diminiſh your Fuge for Variety ; 
as you may obſerve in the tenth Bar of the Trebl: 
in the Example forcgoing. 

This ſort of Fugeing is difficult, therefore ſel. 
dom uſed, unleſs it be in Canon. 

There is a ſixth fort of Fugeing, called Refe 
&- Retro ; Which is, repeating the Notes back- 
ward ; therefore you muſt avoid Prick®d Notes, 
becauſe in the Reverſe it would be of the wrong 
ſide of the Note. 


Example upon the ſame Fuge. 
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"oi 
This is a ſort of Muſick very rarely uſed, un- 
teſsit be in Canon, There 
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There is a ſeventh ſort of Fugeing, called Double 
Deſcant, which is contrived ſo, that the Upper Part 
may be made the Under in the Reply ; therefore you 
muſt avoid Fifths, becauſe in the Reply they will be- 
come Fourths. ! be 

Example upon the ſame Fupe. 
pee up ay g 
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The efghth and nobleſt fort of Fugeing is 
Canon, the Method of which is, to Anſwer ex- 
actly Note for Note to the end, 


Example upom the foregoing Fupe, 
w_ —— x = 
2 EIA RNS uy 


Canon # the 8th or 15th. 
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There is a wonderful Variety of CANONS 
in Mr. Elway Bevin's Book, Publiſhed in the 
Year 1631, which I ;refer the Younger Practi- 
tioners, and ſo ſhall conclude with Tao Parts, 
and go on to Three. 


Comps- 


ng is 
 EX- 
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Compoſition of Three Parts, 


HE firſt Thing to treat of 1s Counterpoins, 


and in this I muſt differ from Mr. Simpſon, 
{ whoſe Compendium I admire as the moſt Inge- 
nious Book I ere met with upon this Subject ;) 
but his Rule in Three Parts for Counterpoint Is too 
ſtrict, and deſtruftive to good Air, which ought 
to be preferr'd before ſuch Nice Rules. 


His Example is this : 


Treble 
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Now, in my Opinion, the Altus or Second Part 
ſhould move gradually Thirds with the Treble , 
tho* the other be fuller, this is the ſmootheſt, 
and carries more Air and Form in it, and Pm 
ſure, *ris the conſtant Practice of the Italians in all 
thecr Muſick, either Vocal or Inſtrumental, which 
| preſume ought to be a Guide to us; the Way 
I would have, is thus : 

K 2 Exam- 
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Example. 
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When you make a Second Treble to a Tune, 
keep it always below the Upper Part, becauſe it 
may not ſpoil che Air: But if you Compoſe Soma- 
þ ta*s, there one Treblehas as much Predominancy as 
05 the other ; and you are not tied to ſuch a ſtrict 
Rule, but one may interfere with the other; as 
thus : 
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The ſame may be done in making Two-Part 
Anthems to a Thorow-Baſr, or Songs that are Com- 
poſed with Deſign. 


Fugeing in Three Parts, is done by the ſame 
Rules as in Two, only you have more Scope and 
Variety. I ſhall make uſe of the fame Point 
as I did in Two Parts, and give you ſome ſhort 
Examples in the ſeveral manners of Fugeing. 


Firſt Plain Fugeing. 
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The ſecond is Imitation or Reports , Which 
needs no Example, becauſe you are confined to 
a Trehie, and ſo muſt make Imitation or Reports 
in the two Parts as the Treble will admit of, 


The third is Double Fugeimg, wherein 1 oblidge 
my ſeiſ to the ſame Fuges as arc ufd in the 
Tivo Parts. 
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When you make Double Fuge in Three Parts, 
you are not compelled to anſwer in the Third 
Part to the firſt Fuge any more than the ſecond, 
but are lcfe to your pleaſure, as you ſee in the 
foregoing Example, where the Baſs anſwers to 
the firſt Fuge ; you may as well anſwer tlic fe- 
cond as firſt, according as you find it ſmootheſt 
to you Air, and moſt regular to your Dzlign. 

The 
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The fourt, Per Arſm & Theſin on the ſame 


Fuge. _ 
Example. - 
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The fifth, Per Augmentation, on the ſame Fuge. 
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Per Augm. 
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Example. 
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The ſeventh, Uouble Deſcant, in which I make 
but a ſhort Example, becauſe the Two Repvies 


ihouid not take up much Room, 
Exams 
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LE 


Where the Upper Par; takes the Baſs, and the 


Baſs the Upper Part. 
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Where the Second Treble takes the Baſs, and the 
Baſs the Second Treble. 
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Of this ſort, there are ſome Fuges uſed by ſe. 


veral Authors in Sonatas ; a ſhort One I ſhall here 
imſert of the famous Lelio Caliſta, an Italian. 
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In making of ſach-like you muſt avoid Fifths 
as is before-mention'd in the Rule of Two-Part |} ,. T 
Double Deſcant. litth 
tion 


There is another ſort of Fugeing in Three | mee 
Parts before we come to Cann; which is, when || be | 
each of them rake a different Fuge, and ſo inter- | Glor 
changes one With another like Double Fugeing, Par! 
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As for Example. 
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Moſt of the different ſorts of Fugemg are 
uſed in Sonata's, the chicfeit, Inſtrumental A4u- 
fick now in requeſt, where you will find Dow- 
ble and Treble Fuges alſo reverted and augmented 
in their Canzona's whth a great deal of Art mix- 
ed with good Air, which is the Perfection of a 
Maſter.” 


The next is Canon, of which I ſh11 fay but 
little, becauſe I refer you co the before-men- 
tion'd Book of Mr. Bevin's, where you Will 
meet with all the Variety of Canons that are to 
be made, and ſhall only ſhew an Example of a 
Gloria Patri in Three-Part Canon, ſo go on to Four 


Parts, 
L A Ca- 
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A Canon, Three Parts in One: ; 
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Compoſition of Four Parts. 


N Church Muſick, the Four Parts conſiſt ge. 

nerally of Treble, Contra-Tenor, Tenor, and Bas ; 
in Inſtrumental Muſick, commonly two Tre#/es, 
Tenor, and Baſs : But always obſevre this Mcthod, 
That in making four Parts Counterpoint, let 
your Cords joyn as near to the Upper Part as 
they can, for the Harmony is more agreeable 
to the Ear when the Upper Parts are joyr'd 
cloſe together, but ſtill be ſure to keep a ſmooth- 
neſs and decorum, that none of the Inner Parts 
may make an Irregular Skip either upwards or 
downwards: If the Treble or Upper Part be a 
Fifth to the Baſr, the other muſt be Third, and 
Eighth , if the Treble be Third, the other muſt 
be Eighth and Fifth; ſo conſequently, if che 
Treble be an Eighth, the other muſt be Fifth and 
Third. 

Note: That in C faut, or any Kep with a 
ſherp Third, that to the half Note below the 
Key an Erigbth is never made, nor to any OCCl- 
dental Sharp in a flat cr ſharp Key, either in the 
Baſs or Treble, unleſs it be to introduce a Ca- 
dence. For Inſtance; If you make an Eyhth 
to B mi in C faut Key, *tis when the Third to 
B wi is ſharp, and you deſiges a Cadence in 
Elami, otherwiſe *tis never done, but the Sixth 
ſupplies the Place of the Eighth ; and commonly 
in Four Parts, a Sixth and falſe Fifth go together 
upon all ſharp Notes, 
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with, yet there 1s no Cord whatſoever that has a 
more grateful Charm in it to pleaſe the Ear. 

There are two Dyſcords not yet treated of in 
this ſhort Introdu#iom, which I think proper now 
to mention, becauſe in an Example of Four 
Parts you may ſee what other Cords belong 
to them, and that is, a Sharp Seventh, and a Flat 
Sevemh, two Notes mightily in uſe among the 
Itralan Maſters; the Sharp Sevemb, which ge- 
nerally reſolves it ſelf into the Exghth, you will 
find frequently in Recitative Songs, Which is a 
kind of Speaking in Singing ; a Flat Seventh re- 
ſolves it felf into a Fifth, and is uſed commonly 
at a Cioſe or Cadence. This Example will de- 
monſtrate the Thing plainer. 
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Another Elegant Paſſage uſed by the ſame 
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The Flat Sixth before a Cloſe (as you may 
obſerve in the ſecond Treble) is a Favourite 
Note with che Italians, for they generally make 
uſe of it. 


QSl || CR] 


There is another ſort of Diſcord uſed by 
the Italians not yet mention'd neither, which 


is, the Third and Fourth together to introduce 
a Cloſe, 
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As for Example. 
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In the ſame nature, ifthe Baſs ſhould continue 
in one Place as the two Trebies do, you may move 
in the other Parts to what Notes youu Plealſc, ſo 
you aſcend or defend gradually. 


For Inſt ace. 
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Theſe Inſtances were inſered, to ſhew what 
_— may be made in Counterpoint Mu- 
Ck, 


I ſhall proceed now to Fyge or Pointing in Four 
Parts, in which 1 mult follow the ſame Method 
as before, for there is no other ſort of Fugeing 
bur what has been Treated of in Three Parts, un- 
leſs in be Four Fuges, and that is made alter rhe 
ſame manner as the Three Fuges, of which, there 
| is an Example in Page 155. 


Firſt Plain Fugeing 08 the ſame Point. 
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The ſecond is Imitation or Reports, which needs no 
Example, for the aforeſaid Reaſons in Three Parts. j 
- The third is Double Fugeing, on the ſame Fuges. ; 
LAW! 
— Example. 
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Theſe Inſtances were inſered, to ſhew what 
Elegancies may bc made in Counterpoint Mu- | — 
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Parts, in Which | mult follow the ſame Method | +- 
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ſame manner as the Three Fuges, of which, there : 
is an Example in Page 15s. 
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The ſecond is Imitation or Reports, which needs no 


Example, for the aforeſaid Reaſons in Three Parts, 


The third is Double Fugeing, on the ſame Fuges. 
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The ſeventh is Double Deſcant, which you hardly 

-. | ever meet with in Four Parts, becauſe a Fifrh muſt 
be avoided, therefore *tis defective, and wants a 

— || Cord to fill upin ſo many Parts, for which Reaſon 
| ſhall omit an Example. 


etro | 

pp The next is Canon ; but before I treat of thar, | 

5 io there 1s one ſort of Fugeing to be mention'd, Which | 
is, Four Fuges Carried on, interchanging one Witt | 


Retro. | another, 
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Canon in Four Parts, is generally Four im Two, 
or Four in One. 


Here is an Example of each, which will ſhew 
the Method of making thetn. 


A Canon; Four in Two. 
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The following Canon of Four in One, is a Gloria 
Patri of Dr. Blow's, whoſe; Charafter is 
ſutficiently known by his Works; of which, 
this very Inſtance is enough to Recommend 
him for One of the Greateſt Maſters in the 
World, 
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Compoſition of Five or more Pats, 
| Wer 
I fill by adding another O&ave or Uniſon, for 
there is but Three Concorus, ( viz.) Third, 
Fifth, and Eighth ; therefore, when vou make 
more than Three Parts in Courrerpoint, cis 
by repeating ſome of the ſame Cords over 
again, 


One Thing that was forgot to be ſpoken of in 
Its proper Pl-ce, | think necelfary co tay a little 
of now, which is, Compoting upon a Ground, 
a very eafi2 Thing to do, 390d requires bnt 'ittle 
Judgment ; as *tis generally uied in Chacones, 


Where they regard only gow! Air in the Treble, | 


and ofren the Ground 1s four Nnvtcs gradually de- 
{Cending, but to maintain Fuges upon It would 
be difficult, being corfiied like a Canm to a Plain 
Song, There are allo pretty Drwidmg Grounds 
( of whom the Iralians where rhe firir Inventors ) 
to Single Sougs, or Songs of Two Parts, which 
to do neatly, cequires conſiderable Pains, and the 
beit way to be acquainted with *cm, is to SCore 
much, and chute the beſt Authors, 


As for Fugeing, *tis done by the ſame- Methods 
as has been betore obſerv'd. 


All that I ſhall farther add, is to wiſh, That 
what is hear mention'd may be as Uſeful] as *cis 
Intended, and then *rwill more than Recom- 
pence the Trouble of the Author, 
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